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Beyond the Fall of Man

The works of Iskra Blagoeva in search of the image of
the self-defining woman

Despite the historical victories of feminism, the past few decades have
brought women to new challenges. They do not just continue to be the capital
that underpins image-making machines, the beauty industry, plastic surgery, and
various other market niches exploiting the physical and emotional resources of the
“female” world. The new conservative wave of national policies in various parts of
the world has put traditional attitudes about a woman'’s role, her belonging in the
space of the home, her role as a wife and mother in the family on the agenda again.
The deeply rooted stereotypes and their real effect in society have become active
fields of political actions and criticism, either with regard to the abuse of power and
sexual abuse (the MeToo movement), or in platforms for solidarisation, such as the
assertion of the right to abortion, the fight against domestic violence and violence
against women, the equal rights to access public positions and pay, etc.

Iskra Blagoeva's works are a reaction to all these problems. They are
connected with a process of understanding herself and her role in the world,
which is as personal and aesthetic as it stands in solidarity with others and with the
challenges faced by the contemporary woman. At the heart of this process lies the
personal rebellion, the seemingly hooliganist act to go contrary to expectations,
beyond the customary, beyond the clichés of established stereotypes and notions.
What if a woman refused to be a romantic companion, wife and mother; what if
she turned a man into the object of her desire; what if the power stakes changed
and the relationship of master and servant were overturned... It seems as if a large
part of Iskra Blagoeva's paintings, objects, and installations proceed from similar
hypotheses, each of which represents an opportunity to imagine the structure
of the world in another way. As in a distorting mirror, these possibilities reflect
the traditional notions and scandalise them, showing their relativity. The artist
uses most often the language of symbols, religious and mythological images and
references that are well known. They are part of the collective memory, the social
and visual experience, which immediately evoke allusions and activate broader
fields of attitudes and beliefs. From the myth of creation, through the image of
the Sphinx, the composition of the Last Supper and other symbolic horizons, Iskra
Blagoeva's works are a commentary on a universalist view of the world behind
which, above all, the male point of view and position lies. Overturning precisely
this perspective, the change of roles and of the “hidden look” that forms the field
of the objects of desire and the visible, is the starting point for most of the artist’s
works. In the painting “Adam'’s Last Supper” (2012), man is shown as an object of
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OmBvg 2pexonageHuemo

MpouzBegeHusma Ha Vickpa brazoeBa 8 mopceHe Ha 0b6paza Ha

caMmoonpegenduama ce >keHa

He3aBucumo om ucmopudeckume nobegu Ha deMUHU3Ma NocAegHUME
Hakonko gecemuaemus uznpaBuxa >keHume npeg HOBuU npegu3BukamencmBa.
Te He caMo npogoakaBam ga 6ogam kanumaa, kolimo cmou 8 ocHoBama Ha
MawuHUMe 3a npou3BogcmBo Ha obpasu, Ha UuHgycmMmpusmMa Ha kpacomama,
NAacmMuUYHama xupypaus, kakmo u pa3AudHU gpyau Na3apHU HUWIU,
ekcnaoamupauiu duzudeckume u eMouuoOHaAHUME pecypcu Ha ,ykeHckua® cBam.
HoBama koHcepBamuBHa BoAHa Ha HaUUOHaAHU noAumuku B8 pa3AudHU Moyku Ha
cBema nocmaBu omHoBo Ha gHeBeH peg mMpaguuuoHHUME HazAacu 3a PoAama Ha
»keHama, HeUHama npuHagAeskHocm koM npocmpaHcmBomo Ha goMa, dyHkuuama
U Ha cobnpyea u Malka B8 cemelicmBomo. Avaboko BkopeHeHumMe cmepeomunu u
MAxHOMO peanHo gelicmBue B obuiecmBomo ce npeBopHaxa 8 akmuBHu noaema
Ha noAaumuuecku akuuu u kpumuka, Buao mo no nocoka Ha 3a0ynompebama ¢
Bracm u cekcyanHomo Hacuaue (gBurkeHuemo MeToo), 6uno mo 8 naamdopmu
3a conugapulupare, kakBumo npegcmaBasBam omcmosiBaHemo Ha npaBomo
Ha abopmu, 6bopbama cpeuly goMaulHOMO HacuAUe U HacuAuemo Hag >keHu,
paBHumMe npaBa 3a gocmbn go obuwecmBeHuU NO3ULUU U 3anAawlaHe u gp.

Mpou3BegeHusima Ha Mckpa brazoeBa npegcmaBasBam peakuus Ha
Bcuuku me3u npobaeMu. Te ca cBbp3aHU C NPOUEC Ha OCMUCAHE Ha cebe cu u
cBosama pona B8 cBema, kolmo e konkomo AuveH u ecmemuyecku, moakoBa u
COAUgapeH Cc ocmaHaAume u ¢ npegulBukameacmBama Ha coBpemMeHHama
»keHa kamo usino. B ocHoBama Ha mo3u npouec cmMou AUYHUSM ByHM, csakaw
xyAuzaHckama nposiBa ga ce gelicmBa ob6pamHo Ha ouakBaHusgma, u3BoH
pamkume Ha npuemomo, omBog kauwemama Ha ycmaHoBeHuUmMe crepeomunu
u npegcmaBu. KakBo ako skeHama omkarke ga 6oge poMaHmMu4YHa cNomMHUUa,
conpyea u Mautka; kakBo ako msa npeBopHe Morka B 06ekm Ha cBoemo >kenaHue;
kakBo ako BAacmoBume 3aA03u ce npoMeHamM U BlauMoomHoweHUaMa Ha
20Ccnogap U nogyuHeH ce npeobopHam... Mi3enedkga maka, cakaul 2onama yacm
om kapmuHume, obekmume, uHcmanauuume Ha Mckpa baazoeBa uzxoskgam
om nogobHu xunome3su, Bcska om koumo npegcmaBanBa Bo3ymorkHocm ga
cu npegcmaBum ycmpoudcmBomo Ha cBema no gpyez HaduH. Kamo B8 kpuBo
02Aegano me3u Bo3aMoxkHocmu ompazsaBam mpaguyuoHHUMe npegcmatu
u eu ckaHgaauzupam, noka3Balku maxHama omHocumenHocm. ABmopkama
u3noA3Ba Hal-4yecmo e3uka Ha cuMBoAumMe, PEAU2UO3HU U MUMOAOUYHU 06pa3u
u pedepeHuuu, koumo ca gobpe no3Hamu. Te ca yacm om konekmuBHama namem,
om coyuaAHus u BulyaaHus onum, koumo BegHaza noparkgam acoyuauuu
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consumption, a “central dish” in the ritual of a secret supper. For the first time,

this work was displayed in the exhibition “After the Apple in the Grass" together
with a series of small objects made from white chocolate, with the figure of the
Madonna holding the young man in his arms. However, the baby itself is “plucked
out”, the sculptural objects are broken. The Mother of God is transformed into

an ordinary woman, free from the burden of being a mother. The title of the

work, “Lilith Was Here" (2012), evokes in the foreground another image that often
appears in one form or another in the works of Iskra Blagoeva and is essential for
overturning the perspective. This is Lilith. According to Jewish mythology, she was
Adam’s first wife, created from mud just like him. Lilith refused to obey Adam and
fled the Garden of Eden of her own accord. The myth portrays her as a demonic
figure, sexually liberated and uncontrollable. For the artist, Lilith and Eve are not so
specific images as they are symbols to which she constantly returns to show two
different choices, two different possible concepts of the woman and the female,
one of which is rooted in the basic impulse for disobedience and independence.
Similarly to the uncontrollable element of anima, Lilith destroys, overturns, takes,
and rages, offering another role of the woman in the myth of creation, beyond
guilt and fall and beyond the chain of reproduction, birth and death that outlines
the economy of reproduction. The crossing of Eve's and Lilith's roads and the
relations between them is a situation to which the artist often returns in her works.
Lilith also appeared in the 2017 painting “The Last Suffer” as a strange figure of
authority, seemingly different from everyone else, ahead of them in terms of age,
maturity and perhaps understanding of life. She is also present in the work “Lilith
and Eve Gamble over Adam® (2020), where she and Eve stand equal as twin sisters.
They are shown as two hypostases of one and the same figure, which is a strange
double (dual) self-portrait of the artist herself. The attitude towards Lilith is hidden
in the background of Iskra Blagoeva's work. It is a red thread that goes through the
different exhibitions and works and participates in the gradual construction of the
conceptual field of a first and foremost female world, which occurs in the absence
of man, and does not need the relationship with and demarcation from him (and
the male) to set up and define itself.

The tools for building this world are above all aesthetic. Although
she prefers painting in particular, Iskra Blagoeva uses various other media,
and regardless of the format and scale, her works always originate from an
unambiguously controlled aesthetics, representing a bridge between the
contemporary visual culture and the classical means of expressions and genres
such as symbolism, vanitas, still-life, etc.

The exhibition “Never Forever® (2015) is a complete installation that
comments on the infantile world of the woman-child (of innocence) and its
market exploitation in the modern cultural environment. Wrapped in the red
curtain of blood (symbolising female menstruation), different objects of desire
were presented in the form of shiny toys - a crib mobile, a fishing rod, etc., which
are actually disguised weapons, tools for manipulation that would “trap” any
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u akmuBupam no-uwupoku noaema Ha Hazaacu u BapBaHus. Om Muma 3a
comBopeHuemo, npe3 obpasza Ha ChuHkca, komnozuuuama Ha TalHama Beueps

U gpyau CUMBOAHU xopu3oHmMuU, pabomume Ha Vickpa BaazoeBa ce s848am
komMeHmMap Ha egHa yHUBepcaaucmka npegcmaBa 3a cBema, 3ag kosimo ce kpue
npegu Bcuyko Moskkama eaegHa mouka u no3uyus. MNpeobpouwaHemo UMEHHO

Ha ma3u nepcnekmuBa, cMaHama Ha poAume u Ha ,ckpumusa nozaeg”, kodmo
obopmMa nornemo Ha obekmume Ha skenaHue u BugumMomo e omnpaBHa mouka

3a noBeuemo om pabomume Ha xygoxkHuukama. B kapmuHama ,locregHama
Beuepa Ha Agam” (2012) Mmokom e nokazaH kamo o6ekm 3a koHcymauus,
L2ueHmpanHo acmue” 8 pumyana Ha maUHa Bedep4d. 3a nobpBu Nnom MoBa
npou3sBegeHue ce noaBsBa B uznokbama ,Caeg aboakama B8 mpeBama“ 3aegHo
coc cepus om Maaku obekmu om 6s1A wokonag ¢ pueypama Ha MagoHama,
goprkawa B npezpogkume cu MAageHeua. Camomo bebe obade e ,,u3uonAeHo",
ckyanmypHume obekmu ca cuyneHu. boeopoguuama e npeBopHama 8
obukHoBeHa skeHa, ocBobogeHa om bpememo ga bvbge Malka. 3azrnaBuemo Ha
pabomama ,Auaum 6ewe myk"“ (2012) uzBukBa Ha npegeH naaH gpye obpa3z, kolmo
ce nosBdaBa yecmo nog egHa UAU gpyea dopma B pabomume Ha Vickpa BrazoeBa

U e ocHoBeH 3a npeobpouiaHemo Ha nepcnekmuBama. ToBa e Auaum. Cnopeg
eBpelickama Mumonozus ms e nobpBama skeHa Ha AgaM, cblgageHa om kaa coulo
kamo Hezo. Auaum omka3Ba ga ce nogyuHu Ha AgaMm U Hanycka patckama epaguHa
no cBoe »kenaHue. Mumom a npegcmaBa kamo geMoHu4Ha duzypa, cekcyanHo
ocBobogeHa u HekoHMpoAaupyeMma. 3a xygorkHudkama Auaum u EBa ca He monakoBa
koHkpemHu obpa3su, konkomo cumBoau, koM koumo nocmosiHHO ce obpowia, 3a ga
nokaske gBa pa3auuHU U360pa, gBe pa3auuHU Bo3lMoXkHU koHuenuuu 3a skeHama u
»keHckomo, egHama om koumo ce ocHoBaBa Ha 63UCHUsSt UMNYAC 3@ HENOgUYUHEHUe
u caMmocmosaimeAaHocm. NMogobHo Ha HekoHMPoAUpyeMama cmuxus Ha aHuUMa
AuAuM pa3pyuwaBa, npeobpoula, omHeMa, BuaHee, npegaazalku gpyea poas Ha
»keHama B8 Muma 3a comBopeHuemo, omBobg BuHama u 2pexonageHuemo u u3BoH
Bepueama Ha penpogykmuBHocmma, paxkgaHemo U cMbpmma, oyepmaBauwia
ukoHoMukama Ha Bo3npou3zBogcmBomo. MNpecudaHemo Ha Nnomuujama Ha EBa u
AuAum u Bpozkume Mexkgy msix e cumyauus, kom kosmo aBmopkama yecmo ce
Bpouwa 8 cBoume pabomu. Auaum ce noaBaBa u B kapmuHama ,The Last Suffer”
(2017) kamo cmpaHHa ¢uzypa Ha aBmopumem, Bugumo pa3audHa om Bcuuku
ocmaHaAu, ugnpeBapuna 2u kamo Bo3pacm, 3psgarocm u Moxke Bu pa3zbupaHus

3a kuBoma. Ta npucocmBa u B npou3BegeHuemo ,Aunum u EBa pa3zuzpaBam
AgaM Ha komap"” (2020), kbgemo c EBa cmoam paBHocmoUlHo kamo cecmpu
6Au3Hauku. Te ca nokazaHu kamo gBe xunocmasu Ha egHa U couwia duaypa, koamo
BcowHocm npegcmaBasBa cmpaHeH gBoeH (gBolcmBeH) aBmonopmpem

Ha camama aBmopka. OmHouweHuemo koM Auaum e ckpumo B bekepayHga

Ha yanocmHomo mBopuyecmBo Ha Vckpa BaazoeBa. To e uepBeHa Huulka,

kosmo npeMuHaBa npe3 pazaudHumMe u3nokou U npoulzBegeHua u yyacmBa

8 nocmneneHHOMO u3z2parkgaHe Ha koHuenmMyaAHOMO NOAE Ha eguUH Npegu
Bcuuko skeHcku cBam, kolimo ce cayuBa B omcocmBuemo Ha Moyka, HIMa Hy>kga
om B3auMoomMHoOUIeHUEeMO U opa3AudaBaHemo cu ¢ Hezo (U ¢ Modkkomo), 3a ga
ocHoBe u onpegenu cebe cu.
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woman. The neon sign and a wordplay, “Never Forever®, represents the boundary
of realisation, independence and maturity that separates the woman'’s world
from that of innocent infantility, encouraged by positive attitudes about life.
Embodied in the fabulous and unrealistic “and lived happily forever after”, they
are equally deceptive and at the same time impose stereotypes just as much as
the play dolls, Barbie and Ken’s world, the wedding industry, the twinkling trinkets
and the economy of masculinity and femininity attributes. For Iskra Blagoeva,
“innocence” is a vulnerability that urges to be deceived and brings the pain of
disappointment. Severing the ties with this infantile world marks the beginning of
the self-positioning of the woman, independent and impressive, as we see her in
the performance “Dzver (A Beast)“ (2017-2018).

The fragility of the female must be overcome, it must be replaced with
a force that can at times acquire monstrous dimensions. A similar turn can be
seen in the painting “Cerberus Whines in Hell” (2015), which launched a series of
works united under the ironic title “Black Paintings of Cheerful Events®. We see an
innocent, timid face of a girl/child who, however, has caught and holds in her hand
the fearsome monster Cerberus. Who is that little girl? The question, of course,
remains open; in any case, however, the spectator sees the clear contradiction and
misleading naivety.

Subsequently, the artist developed the series of paintings into a distinctly
still life-related aesthetic, through which images of “monstrous” women were built
and presented. The contradiction between the classical means of expression and
the contemporary approach of overturning and criticising symbols and meanings,
often through the instrument of disguised irony bordering on sarcasm and disgust,
creates a queer aspect of perception of the works. Not only are they strange, but
they are also ethically confusing; they emerge beyond the concepts of “normality”
and do not imply a solution. Harpalyce eats her child with a packet of McDonald’s
chips; strange, vain women have taken over the space of the “Last Supper”, “Eve
and Lilith gamble over Adam®... Despite the firmness of the action and the vivid
representation of the images, the paintings contain no hint at raising any moral
questions, there is no moral, no denouement or end of the story; the spectator
does not know if or how the artist herself perceives the images. They are simply
there, presented without horizon and perspective, against a black background,
around a table, arranged together with other objects. The references to the means
of expression, basic composition and techniques of painting still-life emphasise
the “artificiality” and imaginarity of the images just as much as the hanging
bulb replacing the seemingly divine light and the exit. Everything is human,
everything is artificial. Oedipus did not solve the mystery of existence. The Sphinx
remains unknown and unbridled by it. It is carelessly negligent and arrogantly
demonstrating its impenetrability for the man - Oedipus - the human - “Oedipus
Was a Cheater” (2020).

The exhibition “Something Is Rotten in Heaven" (2019) continued to deal
with the image of the monstrous woman, in which case, however, this is the real
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MHcmpyMeHmume 3a uzparkgaHemo Ha mo3u cBsam ca npegu Bcuyko
ecmemuyecku. Makap u ga npegnoyuma Hau-B8e4ye »kuBonucma, Vckpa BarazoeBa
u3NoA3Ba pa3AduHU gpyau Meguu, kamo HezaBucumMo om dopMama u Mausaba
npou3sBegeHusma U BuHazau u3xokgam om egHa kamezopuyHa koHmMpoAupaHa
ecmemuka, npegcmaBasBauia Mocm Mexkgy coBpemMeHHama BulyaaHa kyamypa
u kaacuyecku uzpazHu cpegcmBa u »kaHpoBe kamo cumMBoaulMma, vanitas,
Hamlopmopma (still-life) u gp.

N3novkbama ,Never Forever” (2015) npegcmaBasaBa usaocmHa uHcmanauus,
kossmo koMeHmMupa uHPaHMUAHUS cBam Ha »keHama — geme (Ha HeBuHHOCMMa),
u HeeoBama nazapHa ekcnaocamauusa B coBpemeHHama kyamypHa cpega.
ObzvpHamu c yepBeHama 3aBeca Ha kpobBma (cumBoauzupauwia »keHckama
MeHcmpyauus) ca npegcmaBeHu npegMemu Ha u3zkyweHuemo nog popmama Ha
6aecmauyu uezpavku - Bopmeneskka 3a gemcko kpeBamue, Boguua u gp., koumo
BcouiHocm ca npukpumu opoXkua, UHCMPYMeHMU 3a MaHunyAauus, koumo
buxa ,Bkapanu* Bcaka skeHa B kanaH. HeoHoBuam Hagnuc, uzpa Ha gymu ,Never
Forever” npegcmaBasBa epaHuuama Ha oco3HaBaHemo, caMocmosimeAHOCMMa
u 3pearocmma, kosimo pasgens skeHckua cBam om mo3u Ha HeBuHHama
UHbaHMUAHOCM, HacopYeHa om No3uMmuBHUMe HazAacu 3a >kuBoma. BonAomeHu
8 npukazHomo u Hepeaaucmu4yHOoMO U 3arkuBeau wacmauBo ,forever”, me ca
couwio monkoBa u3zMaMHU U coueBpeMeHHO HaAazaulu cmepeomunu, koankomo u
kykaume 3a uepa, cBemom Ha bapbu u KeH, cBambeHama uHgycmpus, na3apom
Ha Baewykawu gpoHkyaku u ukoHoMukama Ha ampubymu 3a MbXkecmBeHocm
u »keHcmBeHocm. 3a Mckpa BaazoeBa ,HeBuHHOCMMa" e ysa38umocm, kosmo
npukaHBa ga 6bge uzMameHa u Bogu caeg cebe cu 6orkama Ha pazodapoBaHuemo.
CkocBaHemo ¢ mo3u uHdaHmMuUAeH cBsim gaBa HayaAo Ha caMoNoOAa2aHemo Ha
»keHama, He3aBucuMa u BneyamasaBauwia, kakBamo a Burkgame 8 nopdopmaHca
»-A38ep” (2017-2018).

Kpexkocmma Ha >keHckomo mpabBa ga 6oge npeogonsHa, mpsitBa ga
B6oge 3eMeHeHa cbc cuna, koamo Ha MoMeHMU MoXke ga npugobue YygoBuuwlHU
u3MepeHus. NMogobHo npeobpoulaHe Moyke ga ce Bugu B8 kapmuHama , Llepbep
XAeHUU B aga“ (2015), kosmo nocmaBsa Hauaaomo Ha cepusa pabomu, obeguHeHU
Nog UpoHUYHOMO 3azAaBue ,HepHu kapmuHu om pagocmHu cobumus®. Bukgame
HeBUHHO, NAaxo AUUE Ha MoMuYe/geme, koemo obade e xBaHano U gopXku B pokama
cu cmpaxoBumomo vygoBuule Llepbep. Koe e moBa MomMuueHue? Bonpocom,
pa3bupa ce, ocmaBa omBopeH, BB Beceku cayyall obade 3pumenam Burkga s8Homo
npomuBopedyue u nogBexkgauw,ama HauBHocm.

BnocaegcmBue aBmopkama pa3BuBa cepuama om kapmuHu 8 egHa
noguyepmaHo cBop3aHa c HamlopMopma ecmemuka, Ype3 kosmo ca u3zpageHu
U npegcmaBeHu 06pa3u Ha ,4ygoBuuiHU“ skeHu. MpomuBopeduemo mMexkgy
knacuyekomo u3paszHo cpegcmBo u coBpemeHHUst Nogxog Ha npeobpoulaHe
u kpumuka Ha cumMBoAumMe U 3HaYeHUsMa, Yecmo Yype3 UHCMpPyMeHmMa Ha
Henpukpuma upoHuUS, 2paHuUYeula coc cakpazoM U omBpauleHue, cb3lgaBa
kyuop acnekm Ha Bo3npuamue 3a pabomume. Te He caMO ca CMpPaHHU, HO ca u
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figure of the woman who kills. The bridge to reality sets a new plan of action for the
artist. On a conceptual level, the exhibition sought the outlines of a possible ethical
position, which was also an act of solidarity. The language of painting of the pictures
displayed drew inspiration from iconography, and the central installation “I Confess”
(2020) tempted the spectator to stand in the image of a saint with a halo of violet
light; or he that is without sin, let him cast a stone...

Again, on the verge of scandal, the artist aimed to achieve a look at the
woman beyond the idea of a victim, to give her strength, even if it is the power to
kill in return. The two paintings are symbolic portraits of women, built in the artist's
aesthetic language, behind which real people stood. We can read the stories of A.
V.and M. R. as if in a short newspaper crime article. The document, however, is not
directly used by the artist. It gives ground for the creation of images that are the
product of the understanding, comprehension and imagination for those women.
Their portrayal as saints is a personal act of forgiveness, empathy and sympathy,
which aims to point out and at the same time break the uncompromising causal
relationship in which violence breeds violence and reproduces. In +359 Gallery the
exhibition was displayed in the form of an installation, Iskra Blagoeva created a
spatial vertical. It led the spectator from the recognition, through the scandalisation
of morality and the ethical question of forgiveness, to the realisation of the problem
- the displayed documentary stories about women who are victims of domestic
violence. “Are we there yet?”, she wrote in red spray on the wall of the gallery at
the highest point of the exhibition where, perhaps in the expected symbolism of
the artistic narrative and spatial gradation, heaven was supposed to be. Instead of
achieving love, however, the artist offered us a tool of resistance. The engagement
ring has been transformed into a knuckleduster -

“I Want to Know What Love is, | Want You to Show Me* (2019).

The exhibition marks a limit for Iskra Blagoeva and for the image built
in her works. The liberated woman becomes a critical subject from the public’s
perspective; first, offering a much broader platform for solidarity, and second,
providing a starting point for a review of the power constellations and authorities.

For the artist, the opportunity for solidarisation with women and between
women, hearing their voice and their power of action is leading. The published
excerpts from interviews with Darya Apakhonchich, Lea Vajsova, Hicran Aygun,
Nadejda Dermendjieva and Biliana Lavcheva aim to create a dialogue outside the
production, at the level of the document, public conversation and civic activism.

For Iskra Blagoeva, the field of activism and the canvas of the painting are
two separate aspects of work and action. As an artist, she prefers to communicate
in metaphors and symbols, to transform mythological images and interpret
narratives as she enters the deep realm of the collective unconscious. Her paintings
open windows to the gloomy world of psychedelic reality, where the artist depicts
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emuuecku obopkBauiu; nosBsaBam ce omBog npegcmaBume 3a ,HopMaaHocm®

U He npegnoAazam pa3peuwleHue. Xapnaauka uzaykga cBoemo geme 3aegHo ¢
nakemue kapmodku om ,MakgoHangc”; cmpaHHU, cyemHu skeHu ca npeBaeau
npocmpaHcmBomo Ha TalHama Beuepst, EBa u Auaum pa3uzpaBam Agam Ha

komap... Bonpeku kamezopuyHocmma Ha gelicmBuemo u spkomo npegcmabBsHe

Ha obpa3zume Hukoge B kapmuHumMe HAMa u Hamek 3a noBguzaHeMmo Ha MopaAHU
Bonpocu, HaMa noyka, HAMa pa3peweHue UAu kpal Ha ucmopusima; 3pumensim

He 3Hae gaau u kak camuam aBmop Bo3znpuema obpazume. Te ca NpPocMo Mmam,
npegcmaBeHu 6e3 xopu3oHmM u nepcnekmuBa, Ha yepeH dpoH, okoro Maca,
nogpegeHu 3aegHo C gpyau npegMemu. PedepeHuuume koM u3zpazHume cpegcmBa,
6a3ucHa komMno3uuus u mexHuku Ha >kuBonucBaHe Ha HamlopMopma nogyepmaBam
L2uzkycmBerHocmma" u Boobparkaemocmma Ha obpa3zume couwo moakoBa, korkomo
u Bucsauiama kpyuika, 3amMecmBauia kamo ye Au 6oskecmBeHama cBemauHa u
u3xoga. Bcuuko e yoBeuwko, Bcuuko e uzkycmBeHo. Egun He e pa3zagan 3azagkama

Ha couwecmByBaHemo, CouHkcom ocmaBa Heno3zHam u HeoBAagsiH om Hezo. Tou e
Be32purkHO HexaeH U apozaHMHO geMoHCMpuUpaul, cBosma HenpoHUUaeMocm 3a
Mbyka - Egun - yoBeka - ,Egun e 6ua uzmamHuk” (2020).

N3nokbama ,MMa Hewo 2HUAO B paa“ (2019) npogonarkaBa ga ce 3aHUMaBa
c obpa3za Ha yygoBuwHama skeHa, 8 cayuas obade moBa e peanHama duaypa Ha
»keHama, kosmo ybuBa. Mocmom koM gelicmBumeaHocmma 3agaBa HoB nAaH
Ha gelicmBue Ha xygorkHudkama. Ha koHuenmyaaHo HUBo u3Aokbama mopcu
ouyepmaHusma Ha egHa Bo3MoXkHa emuyHa no3uuus, kosmo npegcmaBasaBa u
akm Ha coaugapHocm. XXuBonucHusam e3uk Ha nokazaHume kapmuHu Yyepnu
BgoxHoBeHue om ukoHoNucMa, a ueHMpaAHama uHcMmaaauus ,Mpu3HaBam® (2020)
uskywaBa 3pumens ga 3acmare B obpa3za Ha cBemeu, c opeon om BuoremoBa
cBemauHa; uau kolmo Hama e2psx, ga xBopau kamok...

OmHoBo Ha 2paHuUuama Ha ckaHgaaHocmma, aBmopkama ueau ga
nocmuzHe nozaeg koM skeHama omBog npegcmaBama 3a »kepmBa, ga U gage
CuAa, BuAo Mo U cunama ga ybuBa 8 omeoBop. ABeme kapmuHu npegcmaBaaBam
cuMBoAudHU nopmemu Ha »keHu, uzzpageHu B ecnemuyeckus e3uk Ha aBmopkama,
3ag koumo ce kpusm peaAHuU xopa. Micmopuume Ha A. B. u Ha M. P. MmoxkeM ga
npodemem kamo om kpamka BecmHukapcka kpumucmamus. AokymMeHmMom obaue
He e gupekmHo u3noa3BaH om xygorkHuukama. Tol gaBa noBog 3a cv3lgaBaHemo
Ha obpa3u, koumo ca nAog Ha pa3zbupaHemo, npegcmaBama u BoobparkeHuemo
3a me3u »keHu. MNoka3zBaHemo uM kamo cBemuuu e AudeH akm Ha npowka, Ha
eMnamus u covyBcmBue, kolmo ueAu ga nocoyu u couieBpemeHHo ga npekbcHe
BezkoMnpoMucHama npuduHHO-cAegecmBeHa Bpolka, npu kosimo HacuAauemo
parkga Hacuaue u ce Bo3npousBerkga. B 2zanepus .+ 359°, BogHa kyaa, kegemo e
nokazaHa usaokbama nog dopMama Ha usgAoCMHa uHcManauus, Mickpa brazoeBa
cvb3gaBa npocmpaHcmBeHa Bepmukana. Ts Bogu 3pumens om npu3HaHUemo,
npe3 ckaHgaAu3lupaHemo Ha MOpAa U emu4yHuUs Bonpoc 3a onpouweHuUemo
koM oco3HaBaHemo Ha npobaeMa - nokazaHume gokyMeHmMaAHU Ucmopuu 3a
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possibilities. The limit of the horrendous, the moral scandal, the indignation, is a way
to establish a distance and a tool of criticism.

Are the images created by Iskra Blagoeva a reflection of her own
“understanding” of femininity, are they a flirtation with the notion of the rebel
carried to excess, or do we see a hyperbole of collective expectations and fears of
the dominant, self-defining woman?

Be it as it may, the women in the artist’s paintings are self-sufficient in
the imaginary world of some dominant femininity - laid-back, sometimes a bit
complacent, Amazons.

“Judith®(2022) is a portrait painting depicting the mythological character
and commenting on Donatello’s famous sculpture “Judith and Holofernes® The
artist offers the viewer an image of Judith after the battle and beyond victory,
completely moving the female character from the narrative of competition and war.
In the painting, Judith has embraced Holofernes’s severed head in a gentle, almost
maternal way against the backdrop of a red curtain of blood and fertility. The
serenity in her gaze is in contrast to the tense, still feverish look of the decapitated
warrior.

Iskra Blagoeva creates a world of dreams, of images emerging from
darkness, of illusions and imagination. Its fundamental basis is rebellion, woman'’s

revolt against the patriarchal order and all its attributes.

Vladiya Mihaylova
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»keHu, >kepmBa Ha goMaWHO HacuAue. ,[TpucmuzHaxMe AU?", nuwe ¢ YepBeH
cnpel Ha cmeHama Ha 2anepusama 8 Hal-Bucokama mouka Ha u3nokbama,

maM, kbegemo Moske 6u B ouakBaHama cumBoauka Ha xygoskecmBerusd pazkal

U npocmpaHcmBeHama epagauus 6u mpabBano ga boge pasm. BMecmo
nocmuezaHemo Ha AloboBma obaue xygokHuukama HU npegAaza UHCMpPYyMeHmM
Ha conpomuBa. fogeXkHusm npocmeH e npeBopHam B 6okc 3a 6opba - ,Vickam ga
no3HaBam AloboBma, uckam ga Mu a nokarkew (2019).

N3nokbama Benedku epaHuua 3a Vickpa BarazoeBa u 3a uzeparkgaHus
8 pabomume U 0bpa3. OcBobogeHama >keHa ce npeBpoula B kpumudecku
cybekm om 2aegHa mouka Ha obuiecmBomo; NbpBo, Nnpegaazaliku MHO20 No-
wupoka naamdopma 3a conugapHocm, u Bmopo, gaBaliku omnpaBHa mouka 3a
npepazenerkgaHe Ha BAacmoBume koHcmeAauuu u aBmopumemu.

3a aBmopkama Bogewa e BoamorkHocmma 3a coAnugapulupaHe
¢ skeHumMe u Mexkgy >keHume, yyBaHemMo Ha MexHUs 2AaC U cuAama UM Ha
gelicmBue. MybaukyBaHume omkocu om uHmepBloma ¢ Aaps AnaxoH4ud, Aea
BalcoBa, XugrkpaH AleloH, Hagedkga AepmeHgrkueBa u BuaaHa NaBueBa ueasm
cv3gaBaHemo Ha guanoz u3BvbH npou3lBegeHuemo, Ha HUBomMo Ha gokyMeHma,
obuiecmBeHus pa3zzoBop u eparkgaHckua akmuBuzom.

3a Vckpa BrazoeBa nonemo Ha akmuBu3Ma u nnAamHomo Ha kapmuHama
ca gBa omgeAHuU naaHa Ha paboma u gelicmBue. Kamo xygoxkHuuka ms
npegno4yuma ga 2o08opu ¢ Memadopu U cUMBOAU, ga npeobpazsiBa MUMOAO2UYHU
0bpa3u u ga uHmepnpemupa ucmopuu, HaBauzaliku B goabokus naaH Ha
konekmuBHomo Heco3HaBaHo. KapmuHume U omBapsm npo3opuu koM MpadHusa
cBsam Ha ncuxegeAuyHa peanHocm, B koamo aBmopkama noka3Ba Bo3zmMorkHocMuU.
MpaHuuama Ha y>»kacHomo, Ha MopaAHUs ckaHgaa, Ha Bo3MyuwieHuemo e
UHCMPYMeHmM Ha omcmpaHeHue u kpumuka.

Aanu obpazume, koumo Vickpa BaazoeBa cv3lgaBa ca omparkeHue Ha
HauyuHa, no kolmo caMama mg ,pa3bupa‘ skeHcmBeHocmma, gaAu ca goBegeH
go kpaliHocm daupm ¢ npegcmaBama 3a byHmapkama, uau nok Buskgame
xunepbona Ha konekmuBHume o4akBaHusa u cmpaxoBe om goMuHUpawama,
camoonpegeAnsiuia ce »keHa?

BoB Bceku cayuali skeHume B kapmuHume Ha aBmopkama ca
camogocmamubuHU BbB BoobparkaeMus cBam Ha egHa goMuUHUpaWa
»keHcmBeHocm - cnokolHu, noHakoza Maako camogoBoaHu amazoHku.

,FOguma“ (2022) e kapmuHa - nopmpem, kosmo u3zo06pazaBa
Mumonozuyeckusa nepcoHark u komeHmupa uzBecmHama ckyaAnmypa Ha
AoHameno ,FOgum u Onodper”. ABmopkama HuU npegaaza 06pa3 Ha KOgum
cAaeg bumkama, omBog nobegama, u3usano uzBaxkgatiku skeHama om HapamuBa
3a cocme3zaHue u BoliHa. B kapmuHama KOgum HexkHo, noumu MaUduHcku e
npezvpHara ompsalaHama 2aaBa Ha OrodpeH, Ha doHa Ha YepBeHama 3aBeca
Ha kpoBma u nAogoBumocmma. CnokolcmuBemo B8 nozaega U e B koHmpacm ¢
HanpezHamus, Bce owe MmpeckaB Bug Ha obe3z2naBeHud BoUH.

Nckpa BaazoeBa cv3gaBa cBsam Ha coHuula, Ha u3NAyBauiu om Mpak
0bpa3u, Ha uatozuu u BoobparkeHue. HezoBa dyHgameHmanHa ocHoBa e ByHmMobm,
BocmaBaHemo Ha »keHama cpeuly nampuapxaAHus peg u Bcuuku HezoBu
ampubymu.

Bragust MuxalnaoBa
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Never Forever

An installation of four components
Exhibition at Institute of Contemporary Art - Sofia

The one-artist show of Iskra Blagoeva in ICA-Sofia Gallery is woven out
of contradictions. The artist is relaying on visual impact while at the same time
composing her objects as obvious or hidden references, hints and quotations
waiting to be deciphered.

The used light and color are symptomatic. They are reorganizing the very
space of the gallery. The allover glamour of the environment is invaded by text. The
fishing pole is marked as an S&M accessory; the musical “merry-go-round” is small
and suspended from the ceiling like those toys over a baby’s cradle. It shines and
glistens in a fury of pseudo-Swarovski utensils from the beauty markets. The rose
neon sign “Never Forever” insistently introduces a hint of whining for the unfulfilled
eternal love, happiness, beauty, youth..

The overly beautified atmosphere which the artist has created is triggering
the sensation of pretense, and the feeling of unrest and insecurity. Passion and
frustration, emptiness and satiation, the feminine and the “lady’s” characteristics
are contesting each other as a commentary on the gender identity. The woman
envisioned in the show is a product - of gossip and the laic opinion, of media
generalizations and statistical manipulation, of misunderstanding and lack of

respect, of her own insecurity.

lara Boubnova / curator
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Never Forever

VIHcmanayusg om yemupu koMnoHeHmMa
N3rn0kba B MTHcmumym 3a coBpemerHo ugkycmBo - Codus

CamocmosmenHama u3aoskba Ha Vckpa BaazoeBa B8 ICK - Coduda e
u3zmibkaHa om npomuBopeuus. ABmopkama 3anaza Ha BulyanHa ebekmHocm
U egHoBpemMeHHO koMno3upa o6ekmume cu kamo s8Hu u ckpumu npenpamku,

HaMeuu U uumamu, o4akBawu gewudpupaHe.

3noA3BaHumMe xapakmepHu cBemauHa u uBsm peopaaHuU3lUpPam caMmomo
npocmpaHcmBo Ha 2aAepusima, HO B obujama glamour ammochepa ca BHeceHuU
mpeBoxkHu mekcmoBe. Pubapckama Boguua Hocu npu3Hauu Ha S&M akcecoap;
My3ukaaHama Bopmenerkka, nogobHa Ha me3u, koumo ce 3akayam Hag 6ebeuuku
Ae2bAUa, NpobaacBa ¢ nceBgo-cBapoBcku npucnocobaeHus om nazapa Ha
kpacomama; po3oBuam HeoH “Never Forever” HampanyuBo BHegpsBa xAeH4a no

HecbobgHamume BeuHa Alobo8, uacmue, kpacoma, MAagocm..

MpekpacHama go npecuma ammocdepa, uzepageHa om Vckpa BrazoeBa,
co3gaBa ycewaHemo 3a npecmopeHocm, 4yBcmBomo 3a 6e3nokolicmBo
U HecmabuaHocm. Cmpacmma u pa3odapoBaHuemo, npa3zHomama u
HacumeHocmma, »keHckomo u ,gamckomo® B3aumMHo ce ocnopBam kamo
koMeHmapu koM grkeHgbpHama ugeHmMu4yHocm. YXeHama, 3a kosmo cmaBa
gyMa B8 ma3u uznokba, e npogykm - Ha kaloku u MHeHus Ha Aauyu, Ha MegulHU
obobuwieHUs U cmamucmuyecku MaHUNyAauuu, Ha HepalbupaHe u HeyBarkeHue, Ha
cobcmBeHama cu HecuzypHocm.

Apa bybHoBa / kypamop
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Emma, Don’t Jump in Neval!

Collaboration with Neva Balnikova

Emma Goldman is known as a rebel, an anarchist, an ardent proponent
of birth control and free speech, a feminist, a lecturer and a writer.

Born on June 27,1869 in Kaunas, Lithuania (at that time a province of
the Russian Empire) in a Jewish ghetto, she suffered the fate of being a female
in a culture that valued mainly males. Her father was a traditionalist Jew who
planned to arrange a marriage for his daughter at the age of fifteen. Emma
longed for a proper education and begged him to let her go back to school, but
instead took jobs at a variety of places, including one in a corset shop. There she
is forced to fend off unwelcome advances from Russian officers and other men.
One persistent suitor took her into a hotel room and committed what Goldman
called “violent contact”; two biographers call it rape. Desperate, Goldman wanted
to follow her older sister Helena to New York and threatened her father to throw
herself into the Neva River if he stopped her.

“l want freedom, the right to self-expression, everybody'’s right to beautiful,
radiant things.”
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EMa, Hegeu ga ckayaw 8 HeBa!

B compygHuyecmBo ¢ HeBa banHukoBa

Ema loagmaH e u3BecmHa kamo 6yHmap, aHapxucm, NAaMeHeH
3awumHuk Ha koHmpoaa Hag pakgaemocmma u cBobogama Ha cAoBomo,

demMuHUcmka, npenogaBamen u nucamea.

PogeHa Ha 27 loHu 1869 B KayHac, AumBa (no moBa Bpeme npoBuHuus Ha
Pyckama umnepus), 8 eBpelicko 2zemo, ms cmpaga om cbgbama ga Goge skeHa
B egHa kyamypa, kosmo ueHu 2naBHo Moykeme. Bauwia U BuA mpaguyuoHaAucm
eBpeuH U NnAaHUpaA ypegeH bpak 3a gouieps cu, koeamo cmane Ha 15. EMa konHee
3a obpazoBaHue U 20 MOAU ga U No3BoAu ga ce BopHe B8 yyuauuse, HO BMecmo
moBa pabomu Ha pa3AuYHU Mecma, BkalouumeaHo B Maza3uH 3a kopcemu. Tam
ma e NnpuHygeHa ga ombaockBa HevkenaHu aBaHcu om pycku oduuepu U gpyau
Mbyke. EQUH ynopum yxarkop st 3a8en B xomencka cmast u u3Bopwua moBa, koemo
FfoAgMaH Hapuya ,HacuAncmBeH koHmakm"; gBama HeliHu buoepadu 20 Hapudam
u3HacunBaHe. OmuasiHa, loagMmaH ucka ga nocaegBa no-2onsiMama cu cecmpa

EneHa 8 Hlo Mopk u 3anrawBa 6awa cu ga ce xBopau B peka HeBa, ako s cnpe.

,Mckam cBoboga, npaBo Ha cebeuspazsaBaHe, npaBomo Ha Bcudvku Ha kpacuBu,
cualHu Hewa.”
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Problema YYY

“In ancient Greek theories of health, it was the equal balance or mixing
of the humors or elements (i.e.,, the isonomic mean) that comprised the ideal
healthy state.

In the Aristotelian Problema XXX, however, there is a description of a
form of melancholic constitution that is both 1) itself characterized as a mean,
and 2) thought to lead to intellectual outstandingness.

This is theoretically problematic since the melancholic constitution was
by definition a constitution in which there was a natural preponderance of black
bile. Thus, there appear to be two incompatible means that are descriptive of
the ideal in ancient Greek medicine: the isonomic mean that underlies the ideal
healthy state, and the melancholic mean that describes the melancholic who is
capable of greatness.”
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Problema YYY

,B gpeBHozpoukume meopuu 3a 3gpaBemo moBa e baraHc uAu cMecBaHe
Ha HacMpPOEHUSs UAU eAeMeHmMU (M.e. Ha UCOHOMUYHO pa3noAoXkeHUe Ha gyxa), om

koumo ce cocmou ugeanHomo 39@880(:/\08}—10 coCmogdHue.

B ApucmomenoBama Problema XXX obadye uMa onucaHue Ha popma
Ha MeAaHXOAUYHO CbcmosiHue, koamo egHoBpemMeHHo 1) e xapakmepu3lupaHa
kamo cocmosiHue cama no cebe cu u 2) cdumaHa, Ye Bogu go uHmeaekmyanHo

npeBo3xogcmBo.

ToBa meopemuuHo e npobaeM, mol kamo Npu MeAaHXOAUYHOMO
cocmosiHue No gebuHULUUA e uMano ecmecmBeHo 3aBuwleHu XkabuHU HUBa. Taka,
uzenexkga, ye uMa gBe HecbBMecmMUMU CbCmosAHUS, koumo ca onucameAnHU Ha
ugeana 8 gpeBHozpoukama MeguuuHa: ucoHoMu4yHomMo, koemo e B ocHoBama
Ha ugeaAHOMO 3gpPaBocAoBHO cbcmosaHUe, U MeAaHXOAUYHOMO, koemo onucBa
MenaHxoAuka kamo cnocobeH Ha Beauyue.”



“Gendered Media: The Influence of
Media on Views of Gender”
from Julia T. Wood

*Parlee, 1973,1987
*Greene & Dalton, 1953
*Tavris, 1992, p. 140
*Unger & Crawford, 1992
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"Historically, PMS (premenstrual syndrome) has not been a problem, but in
the 90's it has been declared a disease. In fact, a good deal of research”indicates
that PMS affected very few women in earlier eras. After the war, when women were
no longer needed in the work force, opinion changed and the term premenstrual
tension was coined* and used to define women as inferior employees. In 1964,
only one article on PMS appeared; in 1988-1989, a total of 425 were published.”
Drug companies funded research and publicity since selling PMS meant selling
their remedies for the newly created problem. Behind the hoopla, however, there
was and is little evidence to support the currently widespread belief that PMS is a
serious problem for a significant portion of the female population. Facts aside, the
myth has caugh on, carrying in its wake many women and men who now percieve
normal monthly changes as abnormal and as making women unfit for positions
of leadership and authority. Another consequence of defining PMS as a serious
problem most women suffer is that it leads to labeling women in general as deviant
and unreliable’, an image that fortifies long-held biases against women."
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Wicmopudecku PMS (npegmeHcmpyaseH CUHgPOM) He @ BUA CHUMAH 30
npobrem, Ho npe3 90-me 2oguHU e 0bsi8eH 30 borecm. BCouHOCM MHO20 HAY4YHU
u3zcnegBaHus noka3Bam, ye PMS e 3acgz2an MHO20 Manko >keHu 8 no-paHHuUmMe
enoxu. Creg kpas Ha BodHama, koeamo »keHume Beye He ca Heobxogumu kamo
pabomHa cuna, Bv3zaregume ce NPOMeHSM, MepMUHbM ,,NPEGMEHCMPYAAHO
HanpexkeHue” 6uBa u3zmucAeH u ce u3noA38a, 3a ga onpegenu xkeHume kamo
no-HekayecmBeHu cayxkumenu. [pe3 1964 2. u3Au3a caMo egHa cmamusi 3a
PMS: npe3 1988-1989 ca nybaukyBaHu obuo 425. PapmayeBmuyHume koMnaHuu
¢puHaHcupam uzcregBaHus u pekanamu, mol kamo, npogaBalku PMS, npogaBanu
u cpegcm8Ba 3a redeHue Ha HoBocvlgageHus npobaeM. 3ag cyemHsima obaye
umMa MHoeo Manko gokazameacmBa 8 nogkpena Ha ceeauwHOMO LUPOko
pa3znpocmpaHeHo ybexkgeHue, ye PMS e cepuo3eH npobaeM 3a 3Ha4YUMeAHa
yacm om skeHckomo HaceneHue. Mumbm ce 3apaxkga, a nocreguuume ca, Jye
MHO20 XOpa ceea npuemMam HOPMAAHUME MeCce4YHU NPOMEeHU Kamo HEHOPMAAHU,
akeHume kamo HeaogHuU 3a omeoBopHU U Augepcku no3uuyuu. Apyea
nocaeguya om obs8a8aHemo Ha PMS 3a cepuozeH npobaem e, e moBa Bogu go
kaacupuyupaHemo Ha keHume kamo no npuHyun geBuaHMHU U HeHageXkgHU,
eguH 0bpa3, koimo ycuaBa gorzoeoguwHUME Npegpa3cbgbyu KoM msx.






Photography: Mihail Novakov
domozpadus: Muxaun HoBako8
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Dzver / performance

The work is a performance in which the artist drives an appealing car
- ared Jaguar XKR convertible, usually associated with the stereotype of the
successful man. The visitors of the show are invited for a ride (with the artist)
around the city. The individual ride lasts about 5 to 10 minutes, usually in the
very center of the city, drawing the attention to the car and the awkward group
of passengers in it. Each time it is performed, the work is slightly different as
the rules of participation change according to the particular site and situation.
Sometimes the passengers are mostly men who are required to post on social
media the hashtag: #Women are better artists. In other cases only women are
invited to take part by posting a selfie with an indecent gesture and the hashtag
#dzver (beast).
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A3B8ep / nopdpopmaHc

Pabomama e noppopmMaHc, B kolimo xygorkHudkama wodupa
npuBaekamenHa kona - uepBeH szyap kabpuorem, obukHoBeHo cBop3BaH coc
cmepeomuna 3a ycheaus Mok, YyacmHuuume ca nokaHeHu ga ce noBo3am
(c xygorkHuukama) u3 epaga. MMTHguBugyanHOMO NomyBaHe mpae okoao
5-10 MuHymu, obukHoBeHo B ueHmMpaAHama Yyacm Ha 2paga, npuBaudatiku
BHuMaHuemo koM konama u cmpaHHama 2pyna NomHuuu. Bceku nom, kozamo
ce u3noAHABa, pabomama e Aeko pa3audHa, Mol kamo cnpsaMo cumyauusma ce
npomMeHsm u npaBuaama 3a ydacmue. MNoHstkoza NnomHuuume ca NpeguMHO Moxke,
koumo ca 3agonkeHu ga nybaukyBam 8 couuaaHume Meguu xawmaez:#>KeHume ca
no-gobpu xygoxkHuUuU. B gpyea caydal camo skeHu ca nokaHeHu ga yyacmBam, kamo
nybaukyBam ceadu c HenpuaudeH skecm u xawmae: #A38ep.
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Black paintings of cheerful events

With the painting “Lilith and Eve Gamble over Adam®, Iskra Blagoeva
continues to develop her series of works “Black Paintings of Cheerful Events®. All
of them are related with the mythological narratives or popular (sacral) images
which the artist transforms, always depicting certain extreme states. Going back to
the original biblical story of Adam and Eve, the artist chose to present a situation
that is seemingly beyond the Fall. We see a time and a space which is not only
far from Eden, but seems to fit in another dimension - a black hole in which the
matter gains a different shape and character. The heavenly is cultivated, multiplied,
depreciated and finally cold-bloodedly consumed. The opened fast food boxes,
the flower in an undersized pot, the ash tray, the perfect donut that rather seems a
piece of porcelainware - an artefact that has long lost its function to give pleasure,
the wine and the bleached skull make up a still life beyond the natural. In this
psychedelic world, the light bulb hanging like gallows replaces the sun; there is
neither a way out, nor divine light. The consumed Heaven is the decor of the main
act, in which the first human, the man - Adam - is gambled over at cards by the
lookalikes Lilith and Eve, in whose form the artist portrays herself. The ultimate state
of decadence is reached, which cannot “bear” fruit and “resurrect” the natural.
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YepHu kapmuHu om pagocmHu cvbumus

C kapmunxama ,Auanum u EBa pa3uzpaBam Agam Ha komap®
Nckpa BbrazoeBa npogonkaBa ga pa3BuBa cBoama cepus om pabomu
SdepHu kapmuHu om pagocmHu cobumus®. B ocHoBama Ha Bcuuku meax
cMogmM MUMOAO2UYHU paskal3u uau nonyaspHu (cakpaAHu) obpa3u, koumo
xygoskHuukama mpaHchopmupa, uzobpazaBaliku BuHazu onpegeneHo kpaliHu
cocmosHus. Bpowatiku ce koM nopBuuHama bubaelicka ucmopus 3a Agam
u EBa, xygoskHuukama u3bupa ga npegcmaBu cumyauus cakaw omBobg
2pexonageHuemo. Burkgame Bpeme u npocmpaHcmBo, koemo He npocmo e gaaey
om Pasi, Ho ce nomecmBa B gpyzo u3zMepeHue - YyepHa gynka, 8 koamo Mmamepusma
npugobuBa pa3zAudyHa dopma u xapakmep. Palickomo e kyamuBupaHo,
MYAMUNAUUUPaHO, 06e3ueHeHo U Hakapsa xAnagHokpoBHO u3koHcyMupaHo.
OmBopeHume kymuu 3a 6op3a xpaHa, uBememo 8 macHa cakcus, neneAaHukom,
nepdekmHama noHuuka, kosmo u3zaaerkga no-ckopo kamo nopueaaHoBo uzgeaue
- apmedakm, omgaBHa 3azybun dyHkuusma cu ga gocmaBa BkycoBa HacAaga,
BuHOMO U U3BereHUsM Yepen colgaBam HamlopMopmM oMoy NPUPOGHOMO.
B mo3u ncuxegeauueH cBsm npoBeceHama kamo 6ecuno kpyuika 3amecmBa
CADHUEMO, U3X0g HAMa, HUMO boxkecmBeHa cBemauHa. M3koHcyMupaHusm pal



Cerberus Whines in Hell

Series “Black Paintings of Cheerful Events”
90x90 cm, acrylic on canvas

Sofia City Art Gallery Collection

2015
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In Iskra Blagoeva's works, this state of overwhelming finale is a metaphor for the
failure of the patriarchal order and the societal conditions and structures created
by it, which comprise the foundation of the Western Christian culture. Through the
extreme denial - the disgust, cruelty, coldness, and arrogant cynicism towards the
sacral, the artist seeks a new image, a new beginning, which puts the woman in
another role and gives her the strength to be capable not only of creation, but also
of destruction like a vengeful Goddess.

Vladiya Mihaylova
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Harpalyce Suddenly Got an Appetite Herself

Series “Black Paintings of Cheerful Events”

Painting of two parts (90x90 cm, 30x30 cm), acrylic on canvas
Private Collection

2015
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Covering Your Genitals with Leaves is not Enough
Series “Black Paintings of Cheerful Events”

30x30 cm, acrylic on canvas

Sofia City Art Gallery Collection

2019

Aa nokpueLu 2eHUmMaAuume cu c AuCcma He e gocmammv4HO

Yer mHU cvbumus
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Lilith and Eve Gambling Over Adam
Series “Black Paintings of Cheerful Events”
120x120 cm, acrylic on canvas

2020







The Last Suffer

Series “Black Paintings of Cheerful Events”
180x90 cm, acrylic on canvas

Sofia City Art Gallery Collection

2017

The Last Suffer
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Oedipus Was a Cheater
90x75x44 cm, stone
2020

Egun e 6ua uzmamHuk
90x75x44 cMm, kamok
2020




A Sign of Faith and Devotion
150x80 cm, white neon, white polar fox
2021

A Sign of Faith and Devotion
150x80 cM, 6aA HeoH, BsAa NOAsIPHa AUCUUA
2021
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Judith
150x100 cm, acrylic on canvas
2022
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Something is Rotten in Heaven

In the last year it has become common to hear about murders or violence
against women. The topic has become of particular media interest and politically
charged with the passions surrounding the Istanbul Convention. Between the
apathy, speculation, anger, horror and the new, yet conservative wave of defending
family values, the door has gradually begun to open to the real debate about why
this is happening and how we react as a society - as citizens, but also as human
beings.

The exhibition of Iskra Blagoeva attempts to open this particular door,
shocking us a bit, disturbing us and most of all confusing the stereotypes we
imperceptibly and inevitably live with. For one year, the artist has been exploring
the topic of the female murderer, looking for points of reference in psychology,
mythology, poetry and religion. The basis for this is provided by documentary
stories, part of the information flow and real life news, and the references made
by the artist go far beyond. Guiding the audience through the themes of the
vanity and obsessiveness of the new narcissistic culture, of crime and sin, of
sanctity, degradation and the lack of remedy, of confession and forgiveness, the
artist creates an overall installation in the space in which the individual works
complement, build on each other and ‘narrate’ the content of the exhibition along
the verticality of the actual Water Tower.

At the heart of the project stands the woman, but this exhibition is not
about women only, insofar as the issue of violence therein is addressed as an act of
treacherous superiority of the stronger over the weaker. Contrary to the expectation
that human problems are discussed through the male image, Iskra Blagoeva
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I Confess
Pink neon, 40 cm diameter
2019

Mpu3HaBam

eoH, 40 cM guamemop

201

MMa Hew,0 2HUAO B pas

B nocregHama 2oguHa cmana obudalHo ga HaydaBame 3a yobulicmBa
UAU HacuAue Hag >keHu. TeMama ce npeBopHa B ocobeHo MeguliHO UHMepecHa
u ce HamoBapu noAumuyecku coc cmpacmume okono MicmaHbyackama
koHBeHuus. Mexkgy anamusima, cnekyaauusama, eHeBa, yrkaca u HoBama, 3aceza
koHcepBamuBHa BoAHa Ha 3auiuma Ha ceMelUHUMeE UeHHOCMU 3anoYHa
nocmeneHHo ga ce omBapsa Bpamama u Ha peaAHus gebam 3aulo ce cayyBa moBa
u kak peazupame kamo obuwecmBo - kamo eparkgaHu, Ho u kamo yoBeuu.

N3n0xkbama Ha Vickpa BrazoeBa ce onumBa ga omBopu UMeHHO
ma3zu Bpama, kamo mManko HU wokupa, pazmpeBoxku HU U Hal-Bede obopka
cmepeomunume, ¢ koumo HeycemHo U Heu3bexkHo >kuBeeM. B npogoakeHue Ha
egHa 20guHa aBmopkama u3caegBa npobaema 3a >keHama ybulua, mopceltiku
onopHU Mmoyku B ncuxonoczusma, Muma, noelusma u peAuzusma. OcHoBa 3a moBa
gaBam gokyMeHmaAHU ucmopuu, 4acm om uHdopMauuoHHUS nomok, HOBUHU
3a peaAHU YyoBewku kuBomu, kamo npenpamkume, koumo xygoskHuukama
npaBu, omuBam MHo020 omBog MoBa. BogelUku 3pumeaume npe3 memume
3a cyemama u obcecuBHocmma Ha HoBama HapuucmuyHa kyamypa, 3a
npecmbnAeHUemMo U 2pexa, 3a cBemocmmea, 3a hageHUemo U Auncama Ha u3xog,
3a uznoBegma u onpouweHuemo, aBmopkama covlgaBa usarocmHa UHCMaAauus
B8 npocmpaHcmBomo, 8 kosmo omgeaHume npou3BegeHus ce gonoaBam,
Hageparkgam u ,pazkazBam” cogoprkaHuemo Ha u3aoxkbama no Bepmukarama Ha

camama BogHa kyaa.

B ocHoBama Ha npoekma cmou >keHama, moBa obaye He e u3aokba

camo 3a >keHu, gokonkomo npobaeMom 3a HacuAuemo B Hed e pa3aaegaH
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chooses to show the audience not the god-like Adam, but the sinful Eve. Are female
murderers abusers or victims, are they different from men in their role of oppressors
and where is the line between strength and weakness, between fall and retribution?
The two portraits in the exhibition relate to real women who killed their male
partners in a cruel way. The artist creates images that are devoid of sentimentality
or drama, which seduce with their fragility but also chill with their indifferent
alienation and pale stone faces. By placing halos over their heads, the artist provokes
the audience, testing the limits of what we perceive as normal. At the same time,
however, she makes a commentary on the devoid religiosity that has become a
conservative scholasticism, insensitive to the contradictions of human life.

Without explicitly stressing that she engages with the situation in
Bulgaria, Iskra Blagoeva’s exhibition comments on many of the current issues in
the country, from the murders (of women) to the growing alienation and violence
between people, to the devaluation of values, the lack of adequate institutions,
the degradation of faith and the chaos in orientations about the world. This is an
exhibition that uses the scandalous, even the horrific, to address the forgotten role
of art to talk about human choices, about ethics, about saints and sinners.

The visiting project - the film “Five Years and Five Months” by directors
Andrey Getov and Neda Sokolovska - further underlines the topicality and specificity
of the problems that motivate the exhibition itself, by talking about the problems of
the women’s prison in Sliven and the degrading treatment against women.

Vladiya Mihaylova / curator
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kamo akm Ha BepoAoMHO NpeBb3xogcmBo Ha NO-CUAHUS BopXxy no-crabus.
MpomuBHo Ha ouakBaHemo, Ye 3a npobaeMume Ha yoBeka ce 208opu npe3
obpaza Ha Moxka, Mickpa baazoeBa uzbupa ga nokarke Ha 3pumeAume He
6ozonogobHusa AgaM, a epewuHama EBa. HacuaHuuu uau >kepmBu ca »keHume
ybuliuu, pa3AuYHU AU ca me om Mkeme B poAsma UM Ha HaCUAHUUU U

kbge e 2paHuuama MexXkgy cunama u cnabocmma, MeXkgy nageHuemo u
Bvo3mMe3zguemo? ABama nopmpema B uznoxkbama ca cBobpl3aHu C peanHU

skeHu, koumo ybuBam no skecmok HauuH 6Auzkume cu Moske. XygoskHuukama
cv3gaBa obpa3zu, AUWEeHU OM CaHMUMEeHMaAHOCM UAU gpaMamusom, koumo
cobrazHaBam coc cBosma kpexkocm, Ho u cMpa3zsBam c 6e3pa3zAudHama cu
omuyskgeHocm u baegume cu kameHHU Auua. M3nucBaliku opeoau Hag ernaBume
uM, aBmopkama npoBokupa nybaukama, kamo ugnumBa epaHuyumMe Ha MoBa,
koemo Bo3npuemame 3a HopManHo. CouweBpemeHHO ¢ moBa obave ma omnpabs
komeHmMap koM uznpa3zHeHama om cogbpkaHue peauzuolzHocm, npeBopHana ce
8 koHcepBamuBHa cxonacmuka, HeuyBcmBumenHa koM npomuBopeduBocmma Ha
yoBeuwkusa »kuBom.

Be3 uzpuuHo ga nogyepmaBa, ye ce 3aHUMaBa coc cumyauuama 8
Boacapud, uznoskbama Ha Vickpa BaazoeBa komeHmupa MHO20 om akmyaaHume
npobaemu y Hac, om ybulicmBama (Ha keHu), npe3 pacmsu,omo omuyskgeHue
U HacuAue Mexkgy xopama, go geBanBauusima Ha ueHHOCMuUMe, Auncama Ha
agekBamHu uHCMuUMYyUUU, NnageHuUemo Ha Bapama u xaoca 8 opueHmMauuume 3a
cBema. ToBa e uznoxkba, kosmo u3znoa3Ba ckaHgaaHomMo, gopu yrkacHomo, 3a ga
ce 06opHe koM no3zabpaBeHama poas Ha uzkycmBomo ga 2oBopu 3a YyoBewkua
u3bop, 32 emukama, 3a cBemuume u 3a epewHUUUME.

FfocmyBaujusim npoekm - puaMom ,[lMem 20guHU U Nnem Meceua” Ha
pexkucoopume AHgpel emoB u Hega CokonoBcka, gonoAHUMeAHO noguepmaBa
akmyanHocmma u koHkpemukama Ha npobaeMmume, koumo MomuBupam caMama
u3Aokba, kamo pazkazBa 3a npobremMume Ha skeHckusa 3amBop 8 CauBeH u
YHU3UMEAHOMO OomHowieHuUe koM »keHume.

Baagusa MuxalnoBa / kypamop
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The Sofia Police Department receives a signal that a human arm placed in
a yellow plastic “Billa” bag was found in a trash bin. In another container, a severed
male head was also found inside a plastic bag labeled “Europe Shops”. Later,
following a signal from a communal building, a human corpse was found - a torso
of a man, without limbs and head, without genitals.

The police investigation discovered that the murdered K.L. had been
missing for several days, was living with G.R. and was the stepfather of AV. - G.R’s
daughter. On searching AV.'s room the police found a jar containing a male sexual
member and testicles, filled with a red-coloured liquid.

After a full confession, AV. cited as a motive for the murder the fact that
when she was 6 years old, her stepfather had sexually abused her for three years
and she had not shared it with anyone. Some time ago she had asked him if he
remembered what he had done to her when she was a child and he had told her
that he didn’t, and that if it were so, he had been forced to do it by Satan. Hence, he
would not repent. After a while she invited him into her room, made him sit on the
ground and tied his hands behind his back, then strangled him with a nunchaku.
She subsequently dissected the corpse.

Saint 01
116x81 cm, acrylic on canvas
2019

CBemuua 01
116x81 cM, akpuA Bopxy nAamHo
2019
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Ha ... 2.8 PIY-C e noAyYeH CugHaA Ha meA. ..., 4ye B koHmelHep B kk K. e
HaMmepeHa YyoBeuwka poka, nocmaBeHa B HaUAOHOB nAUK, YkoAm Ha uBam ¢ Hagnuc
,buna”. B gpyz koHmeulHep e HamepeH HalUAoHOB nAuk ¢ Hagnuc ,Maza3uHu EBpona’,
8 kolmo uma ompsa3zaHa MoXkka 2naBa. Mo-kocHo No cueHan om »kk 3. e omkpum
yoBewku mpyn - mopc Ha Mo, 6e3 kpalHuuu u 2aaBa, be3 eeHuManuu.

Cneg pa3caegBaHe Ha noAuuusima ce ycmaHoBsa8a, ue ybumusam KA. e
8 HeuzBecmHocm om Hakoako gHu, »kuBee Ha cemelHU Havana ¢ I.P. u e goBegeH
bawa Ha A.B., goweps Ha IP. Mpu o2aega Ha crnadma Ha A.B. HamMupam BypkaH ¢
HaMupauLu ce B8 He2o MoXkku NOAOB UAeH U mecmucu, NbAeH ¢ YepBeHa Ha uBam

meyHoCm.

Caeg noAHO caMmonpu3lHaHue A.B. ugmokHa kamo MmomuB 3a
u3BopwaBaHemo Ha ybulcmBomo dakma, ye kozamo e Huna Ha 6 2., nacmpokom
U B npogoakeHue Ha MPU 20gUHU 1 € MaAmpemupaA cekcyaAHO U ma He e
cnogensina ¢ Hukozo. Mpegu BpeMme 20 e numana gaau cu cnomHs kakBo e npaBua
c Hea kamo mManka, a moU U e omeoBopua, 4e He NOMHU U Ye ako moBa e maka,
CamaHama 20 e kapan ga 20 npaBu, HaAMa ga ce pa3kae. Caeg Bpeme mg 20 kaHu
B8 HeUHama cmas, kapa 20 ga cegHe Ha 3eMsima, Bpo3Ba My poueme om3ag. Creg
moBa 20 ygywaBa ¢ HyH4azomo. BnocaegcmBue pa3ureHsaBa mpyna.



Saint 02
80x60 cm, acrylic on canvas
2019

CBemuua 02
80x60 cM, akpua Bopxy nAamHo
2019
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For many years M.R. was abused by her alcoholic son. One day, while he
was sleeping, she entered his room and killed him with a hoe. She went to prison,
but was released after a year after finding out that she is seriously ill. She lived with
her husband, who was also ill, with whom she had a bad relationship. Eventually, she
decided to kill him. She went to his bedside and made a small incision at the carotid
artery with a butter knife, then locked the door and left him to bleed out.

A
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S.C.UM

Aonzu 2oguHu M.P. e MaAmpemupaHa om CuHa cu aakoxoauk. EQuH geH
BAuza B cmasima My, gokamo cnu, u 20 y6uBa ¢ Momuka. BAu3a B8 3amBopa, Ho
cAeg egHa 2oguHa g nyckam, caeg kamo ce pa3bupa, ye e meskko 6oaHa. YXKuBee
CbC cbnpyaa cu, Cow,o boaeH, ¢ koeomo ca B Aouu omHoweHus. BnocregecmBue
pewaBa ga 2o ybue. OmuBa go Ae2Aomo My U ¢ HOX 3a MacAo npaBu Manvk pa3pes
Npu cbHHama apmepus. 3akalouBa Bpamama u 20 ocmaBs ga My uzmeue kpoBma.
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| have always insisted that cultural professionals are a very powerful
force for social change when their creativity is intertwined with progressive social
movements. Of course, this requires a particular effort on the part of activists,
critical intellectuals and cultural professionals to work together. Such collaboration
is by no means obvious, nor is it an easy task. The logics at work are simply different.
However, there are several artists in Bulgaria that | find important. Among them is
Iskra Blagoeva. Her exhibition “Something is Rotten in Heaven” is an event for the
Bulgarian cultural scene because conceptually it is highly provocative. Contrary to
the expectation that in an exhibition by a feminist artist dedicated to violence we
would see women who are victims of violence practiced by men, she flirts with the
idea that women can be thought of as both an abuser and a victim. According to
Iskra Blagoeva, the woman becomes violent when she does not find institutional
support to save her from her abuser. In a sense, the lack of institutions provokes
more violence in our society. But to me there is yet another layer. It is these socially
attributed characteristics of a man as embodied in the figure of a woman, in the
case of Iskra Blagoeva the abusive woman, that have always raised particular
concern because they are a direct attack on the heteronormative treatment of
the binarity of gender on which the patriarchal structure rests. Therefore, the
focus of interest in the exhibition is the empowered woman who exercises power
in a “masculine” way. Power proves not to be an instrumental given, fixed in the
structural positions of patriarchy, but something fluctuating in relations where it
could be converted from a form of domination into a resistance to domination at
any given moment. And thus this woman puts on a knuckleduster of engagement
rings to step into the ring for the battle against conservatism and her confinement
in the idea of the “traditional family”.

Lea Vajsova

I want to know what love is, | want you to show me
80x60 cm, acrylic on canvas

Production: Petar Dudolov

2019

Uckam ga no3HaBaM Alo6oBma, uckam ga Mu s nokaxkew
80x60 cM, akpua Bopxy nAamHo

Mpogykyus: Memop AygonoB

2019
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BuHazu coM HacmosiBana, Yye kyamypHume geliuu ca MHO20 CUAEH
gBuzamen 3a coyuanHa NpPoMmsiHa, koeamo maxHomo mBop4yecmBo ce npenAuma
C npozpecuBHU coyuanHu gBuykeHus. Pa3bupa ce, moBa u3uckBa ocobeHo ycuaue
om cmpaHa Ha akmuBucmume, kpumuyecku HacmpoeHuMme uHmMeaekmyaAauu
u Ha kyamypHume geliyu ga pabomam 3aegHo. TakaBa korabopauus Hukak
He e oueBugHa, HUMO e AecHa 3agada. Aozukume Ha paboma ca npocmMo
pa3AuYHU. Ho uma Hakoako mBopuu 8 Boazapus, koumo HamMupaMm 3a BarkHu.
Cpeg msax e u Mckpa baazoeBa. HeliHama u3aokba ,VIMa Hew,o 2HUAO B paa“ e
cobumue 3a 6oazapckama kyamypHa cueHa, 3auomo KoHuUeNnMyaAHO € CUAHO
npoBokamuBHa. NMpomuBHo Ha odakBaHemo, ye B uzroxkba Ha xygodkHuuka
demuHucmka, nocBemeHa Ha HacuAuemo, buxme Bugeau keHu, >kepmBu Ha
HacuAue, npakmukyBaHo om Moyke, ma ce 3auzpaBa c ugesima, ye >keHama
Modke ga Boge MucaeHa u kamo HacuaHuk, u kamo skepmBa. Cnopeg Vckpa
BrazoeBa skeHama cmaBa HacuAHUK, kozamo He HamMupa UHCMUMYUUOHaAHa
nogkpena, 3a ga 6bge cnaceHa om cBod HacuAHuk. B HakakoB cMucoa Auncama
Ha UHCMuMyuUuU NpoBokupa NnoBeye Hacuaue B obuiecmBomo Hu. Ho a3 uema
oude eguH naacm. TokMo Mme3u couuanHo NpunucBaHu xapakmepucmuku Ha
Modka kamo BmeneceHu B8 duzypama Ha >keHa, 8 cayyasa Ha Vickpa BrazoeBa
»keHama HacuAHuk, BuHazu ca nopaXkgaau ocobeHa mpeBoza, 3aulomo me ca
npsika amaka cnpaMo xemepoHopMamuBHomMo paleaedkgaHe Ha BuHapHocmMmMa
Ha noAa, Bopxy koemo no4yuBa nampuapxasHama cmpykmypa. 3amoBa u 8
ueHMbpa Ha uHMepec Ha u3nokbama e oBracmeHama skeHa, npakmukyBauwia
BAracm no eguH ,MoXkku“ HauuH. BAacmma He ce oka3Ba uHcmpyMeHmManHa
gageHocm, ¢ukcupaHa B crnpykmypHUMe No3uyUU Ha Nampuapxama, a Heulo,
daykmyupauio 8 omHoweHus, kogemo msa 8v8 Bceku eguH MoMeHmM om popma Ha
2ocnogcmBo Moyke ga 6bge npeobopHama B conpomuBa cnpsMo 2ocnogcmBomo.
N maka ma3u »keHa cu caaza 6oke ¢ 2ogeXkHU NpobcmMeHU, 3a ga cmbnu Ha
pUHeaa 3a bumkama npomuB koHcepBamu3ma u 3amBapsiHemo U B ugeama 3a
,MpaguyuoHHomo ceMelicmBo®.

Nea BalicoBa
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“Something is rotten in Heaven”
Installation views from the exhibition
+359 Gallery

May 2019

»,MMa Hew,0 2HuUAO B pas“
Kagpu om uzrokbama
lanepus +359

Mat 2019
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Luchezar Boyadjiev Gergana Mudova lara Boubnova Iskra Blagoeva Kalin Serapionov Lea Vajsova Stela Vasileva Vladiya Mihaylova Zoya Petrova Sabine Steinherr Sasho Stoitsov Olimpia Baldaranova
Nbyesap bospxnes lepraHa MypoBa fipa bybHoBa Wckpa Bnaroesa KanwH CepanuoHos Nea Bavicosa Crena Bacunesa Bnagws Muxannosa 3o MeTpoBa CabuHe LLanHxep Caluo Crouuos Onumnus banpapaHoBa

| Confess
Pink neon, 40 cm diameter
2019

MNpu3HaBam
Po308 HeoH, 40 cM guamemop
2019
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Lea Vajsova / sociologist

The problem of domestic violence and vio-
lence against women, as Mariya Ivancheva's research
demonstrates, has become central to the post-1989
feminist political activism in Bulgaria in the context of
the establishment of a liberal state based on the rule
of law and the accompanying idea of democratic par-
ticipation of the civil society through the non-govern-
mental sector. At the time, the political talk also began
to focus on issues concerning the legal order. The idea
was that if we achieved fair justice, then we would
have a reliable means of solving all the problems of
post-socialist societies. Including those concerning
gender inequalities. The construction of the liberal
country based on rule of law also built on a persistent
anti-communist narrative, which also reworked
our memory regarding the history of the women's
movement until 1989, erasing some of the progressive
policies towards women that had been conducted
by the state in the context of socialism. Thus, Eastern
Europe was produced as a space of “the monolith-
ic patriarchal culture due to its communist past’, in
which feminism, albeit a specific concept of liberal
feminism, registered its beginnings. In 1995, Bulgar-
ian representatives went to Beijing to participate
in UN’s Fourth Conference on Women, where they
started working together with international human
rights organisations to produce a report on domes-
tic violence on a national level. In this period, one of
the central organisations for supporting women who
have been victim of violence — Animus Association —
was founded. According to Ivancheva, female activism
was mainly professionalised in two directions. It was
practised by women lawyers whose field of action was
concentrated in the courtroom, working at the level
of legislative initiatives, and by psychologists offer-
ing support to victims of violence. In parallel, many
Bulgarian female citizens, as a result of the economic
crisis of the 1990s, experienced social declassification
and joined the global export of care workers from
South to West, starting work mostly in the grey sector
as domestic helpers, carers, and also joining the pros-

titution business. This problem at the time, however,
did not fall into the focus of our local feminism. | think
the main reason for this was that posing it required
criticism of the production of new social inequali-
ties in the context of the rehabilitation of capitalism,
which was contrary to the political consensus of the
1990s for a transition to a free market economy.

It is precisely the ideological framework of
the liberal state based on the rule of law that has
been structuring the field of feminism in Bulgaria
even to this day. For me personally, this structure has
proved insufficient as, unfortunately, the work for
forming the public opinion and building a progressive
social movement from the foundations up was not a
priority. | have to say here that this conclusion is not a
criticism of the activities of the representatives of the
non-governmental sector, which is certainly import-
ant and helps many women who have suffered do-
mestic violence. It is a conclusion about a flaw caused
by the manner in which feminism was historically
restructured in the political field, both on an organi-
sational and on a discourse level in the 1990s, so as it
would not enjoy broad support and understanding,
including on the subject of domestic violence and
violence against women. Thus we proved unprepared
to face a serious conservative and nationalistic wave,
which did not spare Bulgaria either, and which began
to dominate the public opinion.
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Nea BauicoBa / coyuonoz

MpobAeMbm 3a gOMaWHOMO HACUAUE U Ha-
CuAue Hag »keHu, kakmo uzcaegBaHuama Ha Mapus
MNBaHueBa geMoHcmMpupam, cmaBa ueHmpaneH 3a
bemuHucmkua noaumuyecku akmuBuzobm B Boaza-
pus caeg 1989 2. 8 koHmekecma Ha ulzparkgaHe Ha
AubepanHo-npaBoBa goprkaBa u conbmcmBaujama
A uges 3a geMokpamuyHo y4yacmue Ha 2parkgaHcko-
mo obuwecmBo npe3 HenpaBumeacmBeHusa cekmop.
TozaBa u noAumuyeckomo 20BopeHe 3anouBa ga ce
cocpegomoyaBa okono Bonpocu, kacaewu npaBoBus
peg. lgesma e, ye ako nocmuzHeM cnpaBegauBo
npaBopazgaBaHe, Mo mozaBa we uMamMe HageXkgHo
cpegcmBo 3a pewaBaHe Ha Bcudku npobaeMu Ha
nocmcoyuaaucmuyeckume obuiecmBa. Bkalouu-
MeAHO OHe3u, 3acszaulu noAroBume HepaBeHcmBa.
N3eparkgaHemo Ha AubepanHo-npaBoBama gop>kaBa
cmobnBauwe coulo Bopxy eguH HaCMOsSIMEeAEH aH-
mukomyHucmudecku HapamuB, koldmo npepabomu
naMemma HU U N0 OMHOWEeHUe Ha ucmopusma Ha
»keHckomo gBuxkeHue go 1989 2., 3aaudaBatiku Hakou
om npozpecuBHUMEe NoAUMUKU N0 OMHOWEHUE Ha
*keHumMe, goprkaBHo npoBerkgaHu 8 koHmekcma Ha
couuanuima. Taka Mi3mouHa EBpona Bewe npous-
BegeHa kamo npocmpaHcmMBo Ha ,MOHOAUMHamMa
nampuapxaAHa kyamypa nopagu komyHucmuyecko-
Mo U MuHaAo", 8 pamkume Ha kosmo deMuHu3Mom,
HO MOYHO egHO onpegeneHo cxBawaHe 3a Aubepa-
AeH deMUuHU3bM, peacucmpupa cBoemo Havano. MNpe3
1995 2. 6oazapcku npegcmaBumenku 3aMuHaBam 3a
MekuH 3a yyuacmue B YemBobpmama koHpepeHuus
3a »keHume Ha OOH, koezamo 3anouBam ga pabomsam
coBMecmHo ¢ MeXkgyHapogHU npaBo3auwumHu opaa-
HU3aUUU 3a U3zecomBsiHemMo Ha gokAaag 3a goMaulHO-
MO HacuAue Ha HauuoHaAHO HUBo. B mo3u nepuog e
OCHOBaHa u egHa om UueHMpPaAHUMe opzaHuU3ayuu
3a nogkpena Ha >keHu, npexkuBenu HacuAue - Aco-
uuauus ,AHumMyc”. Cnopeg VBaHueBa >keHckusm
akmuBu3bM ce npodecuoHarulupa ocHOBHO B gBe
HanpaBaeHus. NMpakmukyBa ce om >keHu om agBo-
kamckama npodecusq, yuemo noae Ha geticmBue
e cbcpegomoyeHo B cogebHama 3ana, pabomeuyu

U Ha HUBo 3akoHOogameAHU UHUUUamuBu, u om
ncuxonoxkku, npegaazawu nogkpena Ha >kepmBu Ha
HacuAue. [MapaneAHo 20AgMa Yacm om Boazapckume
eparkgarku BecaegecmBue Ha ukoHoMuuyeckama kpu3a
om 90-me npexkuBsBam couuanHa gekaacauus u ce
BkalouBam B enobanHuUsA U3HOC Ha 2puskoBeH mpyg
om tOe koM 3anag, 3ano4yBalku paboma Hal-yecmo
B cuBuda cekmop kamo goMawHuU noMowHUYku, 6oA-
Hoeanegauku, 3axpaHBam u buzHeca ¢ npocMuMyuus.
To3u npobaem koM oH3U MOMeHM obade He nonaga
BvB dokyca Ha AokanHUA HU deMuHUIbM. MucAs, Ye
ocHoBHama npuyuHa 3a moBa e, ye nocmaBsaHemo My
u3uckBa kpumuka Ha npou3BerkgaHemo Ha HoBume
COUUaAHU HepaBeHcmBa B koHmekcma Ha peabu-
AUMauusima Ha kanumaau3ma, koemo e 8 pa3pes ¢
noAumuyeckus koHceHcyc om 90-me 3a npexog kom
cBobogHa nazapHa ukoHoMuka.

NmeHHO ugeonozuyeckama pamka Ha
AubepanHo-npaBoBama goprkaBa u go gHec cmpyk-
mypupa noAremo Ha demMuHu3Ma B Boazapus. 3a MeH
AUYHO Mma3u cmpykmypa ce okaza HegocmambyHa,
mbl kamo, 3a corkaneHue, pabomama no dopMupa-
He Ha obwecmBeHoOMO MHeHUe U No ulzpaXkgaHe Ha
€gHO Npo2pecuBHO coyuanHo gBuskeHue om goAy He
e buna npuopumem. Tyk 6bp3am ga karka, ye masu
koHcmamauus He e kpumuka cnpsmMo gedHocmma
Ha npegcmaBumeAume Ha HenpaBumeacmBeHus
cekmop, kossmo coc cuzypHocm e BaykHa u noMa-
2a Ha MH020 »keHu, npeXkuBeAu goMaulHO HacuAue.
Ta e koHcmamauusa 3a Hegocmamok, NOpogeH om
Ha4duHa, no kolimo deMuHu3zMomM B8 NoAumuyeckomo
none ucmopudecku 6eule npecmpykmypupaH kakmo
Ha ope2aHuU3auuoHHO HUBo, maka u Ha guckypcuB-

Ho npe3 90-me, maka ye moU ga He cpew,a MacoBa
nogkpena u pa3bupaHe, BkaloyumeaHo no meMama
33 gOMaWHOMO HaCUAUE U HacuAuemo Hag keHu. A
maka ce okazaxme HenogzomBeHu ga ce cbrockame ¢
egHa cepuo3Ha koHcepBamuBHo-HauyuoHaAucmuye-
cka BoaHa, kosmo He nogMuHa u BoAzapusi, u koamo
3aBaagsa obwecmBeHoMo MHeHuUe.
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Biliana Lavcheva / lawyer, Founder of Ame Foundation

In the media space and in general in our
society, it is perceived that violence is physical and is
only against women. The reality, however, is different.
When we talk about violence, we cannot afford dis-
crimination. Violence in the first place can be mental,
sexual, economic and physical; it can be coercive, can
be expressed in insults or degrading behaviour, can
be a restriction of personal freedom and behaviour,
and can be against anyone. Victims of violence other
than women are children, and still it does not neces-
sarily mean physical abuse. In compliance with the ef-
fective law on the protection from domestic violence,
even if a child has only witnessed an act of violence,
they can seek protection under the law, through the
court. Violence can also be against a parent of his or
her son or daughter. It can also be against men, and
in most cases here we are talking about psychological
harassment arising from a woman's higher position in
society, a desire for control and many other forms of
violence and harassment. Our society needs to under-
stand that the image of the victim is not only female
and that violence has many faces and manifestations.
It is women who are most likely to seek protection for
themselves or their children, but we have had cases
where a father seeks protection from his son, as well
as many similar ones. Men who become victims of ha-
rassment find it much more difficult to take action to
defend themselves, because in Bulgaria the stigma of
the shame of complaining when you are a man hangs

in the space like a sword of Damocles. It is important
to talk about violence in the media space in the right
way. It is important to know that any man, child, father
or mother assume the role of the victim. When we
know the enemy, figuratively speaking, we can help
the victims much more easily. Because if we continue
to be so indifferent to all manifestations and forms

of violence, we will bequeath our children a very bad
place to live.

What laws do we need, when and how does the law

help solve these problems?

In Bulgaria we have laws, some of them are
really good. Law is useful when it is respected and
effective. And it is respected when the perpetrator
is afraid of what will follow if they violate it and what
penalty they will suffer — | am talking here about a fi-
nancial penalty as well. The Domestic Violence Protec-
tion Act in particular needs revision. In terms of time
limits, sanctions and the length of time for which an
immediate protection order can be issued. As a law-
yer, it is very important to me that there are changes
regarding the criminalisation of most of the acts un-
der the DVPA. Because when a person decides to file
such a lawsuit and ultimately isn't issued a restraining
order, they know that trouble lies ahead. It is very im-
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B MegulHomo npocmpaHcmBo u kamo usAo
8 obuecmBomo Hu ce Bb3znpueMa, Ye HacuAUEMO e
duzuyecko u e camo Hag >keHu. PeanHocmma obave
e gpyeaa. Koeamo 208opumM 3a HacuAue, He MoXkeM ga
cu no3Boaum guckpumuHauus. Hacuauemo, Ha NbpBo
Msicmo, 6u Mo2A0 ga Bbge ncuxuydecko, cekeyanHo,
ukoHoMuuecko u puzudecko, Moxke ga Goge NpuHy-
ga, Moxke ga ce u3pa3zaBa B obugu UAU YHU3UMEAHO
noBegeHue, Moxke ga 6bge ozpaHuyaBaHe Ha AUYHa-
ma cBoboga u HayuH Ha noBegeHue u Moyke ga 6oge
Hag Bceku. >KepmBu Ha HacuAue ocBeH »keHume ca u
geuama, koezamo nak He e 3agoakumenHo ga 2080-
puMm 3a pu3zuyecko nocezamencmBo. Cnopeg geldcm-
Bauwjust 3akoH 3a 3awUma om goMawHOMO HacuAue
gopu egHo geme ga e e buao caMmo cBugemen Ha akm
Ha HacuAuemo, MoXke ga mbpcu 3auiuma no 3akoHa
ype3 cobga. Hacuauemo cowio Moxke ga 6oge Hag po-
gumeA om Hezo0B CUH UAU gbuieps. Moxke ga Bbge u
Hag Moe, kamo B noBeyemo cayyau myk 208opum 3a
ncuxuyecku mopmo3z, ugBau, om no-Bucoka no3zuuus
Ha »keHama B8 obuwecmBomo, skenaHue 3a koHMpPoA u
MHO20 gpyau $OpPMU Ha HacuAue U mopmMo3. Obule-
cmBomo HU Mpsa6Ba ga pazdepe, ye obpazom Ha
»kepmBama He e camo om >keHcku NOA U Ye Hacu-
AUEMO UMa MHO20 AUUa U NposiBAeHuUs. XXeHume ca
me3u, koumo no-4ecmo Mmbpcsim 3aujuma 3a cebe
CU UAuU cBoume geua, HO CMe UMaAUu CAyYau, koezamo
Bauwa Mmbpcu 3auuma om cuHa cu, kakmo u MHo20
nogobHu. Moxkeme, koumo cmaBam >kepmBu Ha

BuagHa AaBueBa / agBokamka, Cob3gamenka Ha poHgauua ,Ame”

MOPMO3, MHO20 NO-MPYgHO NpegnpuemMam kpayka-
ma 3a 3au4uma, 3aw,omo B BoAzapus cmuzMama Ha
cpaMa om moBa ga ce onAadeuwd, koezamo cu Mok, Bucu
8 npocmpaHcmBomo kamo gamokaeB meu. BaxkHo e
ga 6bgeM cConpudyacmHU U ga He CU MUCAUM, Ye caMo
»keHUMe U geuama Mozam ga Hogam >kepmBa Ha
MOpPMO3. AOMaWHOMO HacUAUE HAMa NoA, Bb3pacm
UAU couuaneH cmamyc. He e 3agoakumeaHo mo ga
ce cAy4YBa B gomoBe ¢ no-Hucbk couuaseH cmamyec.
BaykHo e 8 MeguliHomo npocmpaHcmBo ga ce 2o8opu
3a HacuAuemo No NPaBuAHUS HayuH. BaxkHo e ga ce
3Hae, ye Beceku Mok, geme, bawa uau Malka Mozam ga
6vbgam B obpa3za Ha kepmBama. Koeamo no3HaBame
Bpaza, 06pa3zHo kazaHo, MoXkeM MHO20 NO-AECHO ga
NoMozHeM Ha hocmpagaAume. 3awomo ako Npogoa-
»kaBame ga 6ogem monkoBa 6e3pazaudHu kom Beuuku
nposiBAeHUs U GOPMU Ha HacuAue, e ocmBuM MHO20
AOUIO Msicmo 3a >kuBeeHe Ha geuama cu.

Om kakBu 3akoHu ce Hy>kgaeM, koza u kak 3akoHbm

nomaza 3a pewaBaHemo Ha me3u npobaemu?

B BoAzapus umame 3akoHu, kamo Hakou
om mdAx ca HaucmuHa gobpu. 3akoHbm e noAe3eH
moezaBa, koecamo ce cnazBa u pabomu. A moU ce
cna3Ba, kozamo uzBopwumensm ce cmpaxyBa kakBo
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portant that abusers know that if they commit an act
of violence, they will be put on an official register and
the next time they commit an act of violence, they
will be identified by the authorities of the Ministry of
Interior and the courts. The requirement for the act
to be repeated must be waived by all means in order
to hold the offender criminally accountable, because
many women fail to see it. It is of the utmost impor-
tance that the immediate protection order remains in
force until the completion of the proceedings in the
last instance of the lawsuit, because this gives peace
of mind to the victims. It would also be great if the
time limit for filing an application for protection un-
der the DVPA were extended beyond a month, so that
the victim could summon the strength and courage

to file such lawsuits. | say women, because most cases
of violence are against (underage) women. The fines
in the law must also be increased, because what is
BGN 2007 We have a very long way to go in terms of
legislative changes that need to be made in order to
reduce the cases of violence, as well as that there is
fear in the minds of the abusers.
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wie nocaegBa, ako 2o Hapywu u kakBa cankuusa uie
noHece, myk 208ops U 3a uMywecmBeHa. CneuuaAHO
3akoHbm 3a 3awuma om goMawHOMO HacuAue uMa
Hy>kga om peBu3lus. No omHoweHue Ha cpokoBeme,
caHkuyuume u Bpememo, 3a koemo Moxke ga Boge u3-
gageHa egHa 3anoBeg 3a He3abaBHa 3awuma. 3a MeH
kamo agBokam e MHo20 BaxkHo ga uMa npoMeHu no
omHoweHue Ha kpuMuHaAulupaHemo Ha noBeyemo
om akmoBeme no 33AH. 3awomo, kozamo eguH YoBek
pewu ga 3aBege makoBa geno u B8 kpaliHa cMemka He
NoAy4YU 3anoBeg, moul 3Hae, Ye AOWOMOo NPegcMou.
MHoz20 e Ba>kHO HacuAHUUUME ga 3Hasm, Ye ako u3-
Bopwam Hacuaue, we 6bgam 3aBegeHu B oduuuaneH
peaucmop U koezamo caegBaujus nom uzBopwBam
akm Ha HacuAue, we Bbgam pa3no3Hamu om opaa-
HUmMe Ha MBP u cbga. 3agoakumenHo mpsbBa ga
omnagHe u3uckBaHemo 3a noBmopHocm Ha gesHue-
mo, 3a ga ce mopcu HakazameAHa omzoBopHocM Ha

HacuAHUka, 3auwomo MHO20 »keHU He ycnsiBam ga A
goydakam. Om uskaloyumenra BarkHocm e 3anoBegma
3a HezabaBHa 3auyuma ga Baxku go npukalouBaHe

Ha npou3BogcmBomo B nocregHama UHCMaHuus

no geAnomo, 3auiomo moBa gaBa cnokolcmBue Ha
>kepmBume. bu 6uao uygecHo u cpokoBeme 3a noga-
BaHe Ha MoAba 3a 3aujuma no 33AH ga ce ygoakam u
ga He 6bgam caMo Meceu, 3a ga Moxke xkepmBama ga
cobepe cuAau U cMerocm ga 3aBege makoBa npou3s-
BogcmBo. Ka3zBam rkeHu, 3awomo noBeuemo cayvau
Ha HacuAue ca Hag >keHu U geua. Thobume B 3akoHa
Cow,o MpsA6Ba ga ce noBuuwam, 3awomo kakBo ca 200
AeBa. MIMaMe MHO20 gbAb2 NbM NO OMHOWEHUE Ha
3akoHogameAHUmMe npoMeHu, koumo mpabBa ga ce
u3Bbpwam, 3a ga HaMaAesim CAydYaume Ha HacuAue,
kakmo u ga umMa cmpax y HacuAHUUUMe.
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Hicran Aygiin / Author of the book “Bloody Countesses” XugkpaH AtizloH / ABmopka Ha kHuzama ,KbpBaBu epaduHu”

with interviews of women, convicted of murder c uHmMepBloma Ha >keHu, cbgeHu 3a ybulcmBo

Translation from Turkish: Halide Syuleyman MpeBog ot Typcku: Xanuage CronesiMaH

The review of your book states that it answers the
question “why would a woman become a murderer?” -

What makes Turkey and Middle Eastern countries more
specific? Perhaps that ‘sense of patience’ you speak of.

I would like to ask you exactly that.

Psychiatrists say that “the moment maternal
compassion is gone, the murder plan begins.” In fact,
this is somewhat typical of Middle Eastern countries
or countries with a predominantly Muslim population.
In Austria, there is a very large study on female Killers,
which is taught as a textbook in universities. It sets out
research on how and why women in the countries of
Europe, the USA and the Far East become murderers. As
far as | know, only the countries of the Middle East are
excluded... And even if they are not, Turkey is not one of
them. For this reason, the textbook in question includes
quotations with information from my book. For example,
why women in Turkey become murderers, at what point
in their lives they develop the urge to kill, what weapons
they use, etc. In Turkey, as a country with a predomi-
nantly Muslim population, the feeling called ‘patience’is
used to the limit. For the most part, women are uned-
ucated, they do not have the financial independence
to be self-sufficient, most of them are migrant women
stranded between the village and the city... Many of
them move on with their lives “thanking God”, but there
are also those who are dissatisfied with their lives but
cannot change them. It is only some of them who move
on to action when their “patience runs out”.

Is it a cultural characteristic?

In fact, Turkey and the countries of the Middle
East should not be seen in isolation from the rest of the
world with regard to “murders committed by women”.
All over the world, men kill women, women kill men for
‘some reason’. Moreover, the statistics are not very dif-
ferent from one another. The reason for the ‘increase’
in the percentage of murders committed by women
in Turkey is the difference in the amount of violence
perpetrated by men... Compared to the past, up until
the late 1990s, there have been appalling differences
between the violence perpetrated by men against
women over the last almost 20 years. For example,
men no longer just slam the door behind them after
slapping a woman. Men are already systematically ter-
rorising women. Men are using various methods to do
this, such as pouring boiling water on women, putting
out cigarettes on their bodies, stabbing them with a
knife, inflicting lacerations, and so on - without causing
death. In doing so, they inflict violence not only on their
wives but also on their children, and all of this leads
to the woman in the family running out of patience
and starting to plan a murder. Patience is in fact not
a cultural “feature” but a feeling that is “imposed” on
children by “adults” due to religiosity and ignorance. In

B peBlomo 3a Bawama kHuza nuwe, 4ye msa gaBa

omeaoBop Ha Bvbnpoca ,3auio egHa >keHa 6bu cmaHaAa

Koe npaBu Typuusa u cmpaHume om bauzkus uzmok no-
cheuuguyHu? Moxke 6u moBa ,.4yBcmBo Ha mvpneHue”, 3a

ybuey?”. bux uckaaa ga Bu nonumam uMeHHo mo8a.

koemo 20Bopume. To kyarmypHa xapakmepucmuka Au e?

Mcuxuampume ka3zBam ue ,B Muza, B8 koUmo
cBopwBa MaluuHckomo cocmpagaHue, 3anoyBa
nAaHom 3a ybulcmBo®. ToBa BcouwHocm e goHakoge
MUNUYHO 3a cMpaHume om Bau3zkusa uzmok uAu 3a
cmpaHu ¢ npeobragaBauyo MlocloamaHcko Hacene-
Hue. B ABcmpus umMa HanpaBeHo MHO20 20AMO NPO-
yuBaHe 3a »keHume ybuduu, koemo ce uzydyaBa kamo
yuebHuk 8 yHuBepcumemume. B Hezo ca nocoyeHu
Hay4HU u3cAegBaHus 3a moBa kak u 3auyo skeHume
8 cnpaHume om EBpona, CALLL u AaaeuHus uzmok
cmaBam ybuluu. Aokoakomo Mu e uzBecmHo, om-
cocmBam camMo cmpaHume om bauzkusa uzmok... A u
ga 2u umMa, Typuus He e cpeg msax. [1o ma3u npu4uHa
818 BonpocHus yuyebHuk ca BkaloyeHu uumamu c
uHpopMayust om Mossma kHuza. Kamo HanpuMep 3a
moBa 3aw,o B8 Typuus >keHume cmaBam ybuluu, 8
kol MoMeHmM om >kuBoma uM y max ce nosBsBa Ha-
MepeHuemo ga ybuBam, kakBo opwoykue ugnoazBam
u m.H. B Typuus, kamo cmpaHa ¢ npeobragaBauyo
mlocloanmaHcko HaceneHue, yyBcmBomo, HapedeHo
»,MbpneHue’, ce ugnoa3Ba go kpaeH npegen. B no-2o0-
ASMama cu Yacm >keHume ca HeobpazoBaHu, HAMam
duHaHcoBama HezaBucumocm, 3a ga ca caMoCcmosi-
meAHU, noBeyemo om msx ca Muzpupaudu >keHu,
3acegHaAu MeXkgy cenomo u epaga... MHo20 om msix
npogoakaBam skuBoma cu, kamo ,.ce brazogapsm
Ha boea“, Ho uMa u makuBa, koumo ca HegoBoAHU
om >kuBoma cu, a He Mozam ga 20 npoMeHamM. TokMo
Hakou om max npemuHaBam koM geticmBue, koezamo
UM ce ,,u34epnu mbpneHuUemo®.

BcowHocm Typuust u cmpaHume om baugkus
uzmok He mpsa6Ba ga Bbgam pazeaekgaHu omgeAHo
om ocmaHaAus cBam no omHouleHue Ha ,ybulicmBa-
ma, u3BbpuieHu om >keHu" Mo usaA cBam Mokeme
ybuBam >keHu, keHumMe ybuBam Moyke no ,HakakBa
npuduHa“. OcBeH moBa u cmamucmuyeckume gaHHU
He ce pa3Au4aBam MHO20 egHU om gpyau. MpudYuHama
3a ,HapacmBaHemo" Ha npoueHmMa Ha ybulcmBama,
u3BobpweHu om keHu B Typuusi, e npoMsaHama 8 koAu-
yecmBomo Ha NPUAOKEHOMO HacuAue om cmpaHa Ha
Mokeme... B cpaBHeHue ¢ MuHanomo, go kpasa Ha 90-me
20gUHU, uMa yxkacsiBauwiu pa3auku Mexkgy HacuAuemo,
npuAazaHo om Mbykeme Hag »keHume, B npogobakeHuUe
Ha nocAaegHUMe nodmu 20 20guHU. Kamo Hanpumep:
Mokeme Beue He npocmo 3ampbuwBam Bpamama caeg
cebe cu, chneg kamo ca ygapuau waMap Ha skeHama.
Modkeme Beue cucmeMHO mepopulzupam >keHume.
Morkeme u3znoa3zBam pa3zAUYHU Ha4YuHU 38 MoBa, kamo
3anuBaHe c Bpsna Boga, 2zaceHe Ha Uuzapu NO MAAOMO,
HamyulkBaHe c HOX, HaHacsHe Ha NPopPe3HU PaHuU u
m.H., 6e3 ga npuyuHaBam cMopm. MNpu MoBa npuAazam
HacuAue He camMo koM >keHume cu, HO U koM geuama cu.
M Bcuyko moBa Bogu go uzuepnBaHe Ha mMbpneHue-
mo Ha >keHama B cemeldcmBomo u 3ano4YBaHemo Ha
NnAaHuUpaHe Ha ybulicmBo. TopneHuemo BcoulHOCM He
e kyamypHa,ocobeHocm®, a 4yBcmBo, koemo ce ,Haraza“
Ha geuama om ,8b3pacmHume” nopagu peAu2uUo3-
Hocm u HeBexkecmBo. C gpyau gyMu, nopBusim coBem,
gaBaH om Bvb3pacmHuUMe pogumeAu Ha MAagoXkeH-
uume e - ,,0, Heka Bcuuko koemo cmaBa, ga cu ocmaxe
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other words, the first advice given by elderly parents
to newlyweds is - “Oh, let everything that happens stay
between these four walls. What will people say?” Natu-
rally, what happens between the four walls can lead to
negative consequences.

Is there a connection, and what is it, between female

killers and female victims? In what ways are women
who kill part of the larger problem of domestic violence

and how does this issue stand in Turkey?

In Turkey, almost all female murderers (at least
the ones I've met and the ones that are included into
the statistics) kill their closest relatives. For example
their husband, children, father or lover... The biggest
factor for them to become murderers is the violence,
abuse, exposure to inhuman treatment, including
sexual abuse inflicted on their mother and themselves
during their childhood. Women (I am talking about
those in Turkey) wait until they have had enough,
rather than to react rashly like male killers. But even the
thought of wanting someone dead is already becom-
ing part of the plan. In Turkey, for a woman to go so far
as to become a murderer means that she is convinced
that the violence is already unbearable and that she
has nothing more to lose.

How does the issue stand in terms of the law in Turkey?
Do female murderers serve harsher sentences; are they
stigmatised by society, even after they are released
from prison... In general, what happens to them?

In Turkey, unfortunately, as it has always been,
the law is on the side of men in such types of criminal
offences. For instance, in the course of the court pro-
ceedings, the male murderers speak in their defence

statements such as “l am robbed of my male dignity. |
have suspicions that my wife has been unfaithful. | am
very sorry” and similar excuses which are practically
unverifiable and, moreover, when dressed formally
with a suit and tie, there is an astronomical relief in the
sentences they are given. Throughout the history of
the Republic, due to the frequent amnesties granted
to criminals, Turkey has been a country full of criminal
contingent. In addition, the adoption of the bizarre
Penalty Execution Act has resulted in something like
an “amnesty” for those who have committed murder.
However, the same is not true for female murderers.
Because when a woman who has been raped is mar-
ried to her rapist, the rapist is pardoned and gets away
without punishment. Similarly, men who manage to
settle an out-of-court settlement benefit from the pe-
culiarities of the Penalty Execution Act. When, however,
a woman kills her rapist, she is given the maximum
sentence for the crime she committed “in a particularly
brutal manner” or “there is no conclusive evidence for
the perpetration of the crime”. Similar to the story of
Nevin Yilderham, who killed her rapist. On top of that,
she was forced to keep and give birth the child from
the rape, despite her reluctance. Just as in the case of
Melek Ipek from last week, where, despite photos of the
scars on her body from the beating being circulated
around the world through the media, a life sentence
has been demanded... Of course, in this country, being
a female murderer is not as ‘prestigious’ as being a
male murderer. Because women don't have stupid ex-
cuses such as “I killed to protect my honour”. After their
release from prison, some of the women set up their
lives in the aforementioned “criminal world”, or retreat
to places where nobody knows them. This, of course,
should not be reported in the press...
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Merkgy yemupume cmeHu. KakBo wie kaxkam xopa-
ma"“. EcmemBeHo, moBa, koemo ce cayuBa mexkgy
Yemupume cmeHu, Moxke ga goBege go HezamuBHu
nocAaegcmBus.

UmMa Au Bpv3ka u kakBa mexkgy xkeHume ybuliyu u
YkeHume >kepmBu? Mo kakvB Ha4yuH >keHume, koumo

ybuBam, ca yacm om no-2oAemusi npobaeM 3a

goMawHomo Hacuaue u kak cmou mo3u Bbnpoc 8
Typuus?

B Typuust noumu Bcuuku skeHu ybultiuu
(HaU-mankomo me3u, c koumo a3 cbM ce cpeuwana
U me3u, nonagHaAu B cnamucmukume) ybuBam
Hal-6Auskume cu pogHUHU. HanpuMep: conpye,
geua, bawa uau AloboBHuk... Hat-zonemusam dakmop
3a moBa me ga cmaHam ybuliyu e ynpakHeHo Bopxy
Matkama u Bopxy camume msx 8 gemcmBomo um
HacuAue, MaAMpemupaHe, u3AazaHe Ha HedoBeuwko
omHouweHue, BkaloyumenHo u cekcyanHo HacuAue.
YKeHume (20Bops 3a me3u B Typuus) yakam ga um ce
Hacvbepe, a He peazupam NobpBocuzHaAHO kamo Mb-
»keme ybuliuu. Ho gopu MucoAama, ye uckame HakoU
ga e MbpmbB, Beue cnaBa yacm om naaHa. B Typuus,
3a ga ce cmuzHe gomaM egHa »keHa ga cmaHe ybueu,
o3Ha4aBa ma ga e ybegeHa, Ye HacuAuemo Beye e
HEeNOHOCUMO U Ye mga HAMa kakBo noBeue ga 2ybu.

Kak cmou Bonpocem om aanegHa moyka Ha 3akoHa 8
Typuus? XXeHume ybutiyu uzmovpnaBam Au no-cypoBu
HakazaHus; 3akAeliMeHuU AU ca om obuiecmBomo gopu

u caeg kamo uzasizam om 3amBopa... Bbobuwie kakB8o
ce cay4Ba c max?

B Typuus, 3a coxkaneHue, kakmo BuHazu e
6uno, 3akoHom e Ha cmpaHama Ha MbXkeme npu
makoB Bug kpuMuHaAHU npecmonNAeHUs. Hanpumep
B xoga Ha cogebHOMO 3acegaHue Mbxkeme ybuluu
u3ka3zBam B cBosi 3awuma mBopgeHus kamo ,Ha-
kopHeHo Mu e Mokkomo gocmotiHcmBo. MiMam coMm-
HeHus, Ye MU e u3HeBepsBana. MHoz0 cokansaBam®

u meM NogobHu onpaBgaHus, koumo npakmuuecku
ca HegokagyeMu u ocBeH moBa, kozamo ca obaedeHuU
oduuuanHo, c BpamoBpozka u kocmliom, ce Habaloga-
Bam acmpoHoMuuecku obaekyeHuda B npucogume,
koumo um 6uBam gageHu. MNpe3 usrAama ucmopus Ha
Penybaukama nopagu yecmo gaBaHume aMHUCMUU
Ha npecmonHUUU Typuus € cmpaHa NbAHa ¢ kpumu-
HaAeH koHmuHzeHmM. OcBeH MoBa ¢ npueMaHemMo Ha
cmpaHHUsA 3akoH 3a u3nbAHeHUeMO Ha HakalaHusma
cmaBa Hewo kamo ,aMHUCMuUpaHe“ Ha u3BopPWUAU-
me ybulicmBo. Ho cowomo He Moxke ga ce kayke 3a
skeHUmMe ybuliuu. 3auwomo kozamo egHa >keHa, kosmo
e Buna U3HacuUAeHa, e oMbykeHa 3a u3HacuABaya cu,
u3HacuABauybm e noMuABaH U He noAydyaBa Hakaza-
Hue. Mo couwus HaduH MoXkeme, koumo ycnssBam ga
ce cnopalyMesm u3BobHCcogebHo, ce Bo3noa3zBam om
ocobeHocmume Ha 3akoHa 3a U3NbAHeHUeMOo Ha Ha-
kazaHusma. Kozamo obaue »keHa ybue cBoda uzHacuA-
Bau, 3a npecmbnAeHuemo, koemo e u3Bopwusa ,No
0cobeHo skecmok HayuH" UAU Nk ,HAMa ybegumenHu
gokazamencmBa 3a u3BopwBaHe Ha npecmMmbnAeHUe-
mo", couama noAydyaBa MakcumanHa npucbga. Coulo
kamo ucmopusima Ha HeBuH MoagbpoM, kosmo ybu-
Ba cBog uzHacuABau. Ha Bcuukomo omeope e buna
NPUHygeHa ga 3agbpXku U pogu gememo om U3Ha-
cunBaHemo, Bonpeku HeliIHOMoO HexkenaHue.

TouHo kakmo e cayyasm Ha Menek Minek om
MUHaAama cegMuua, kegemo Bonpeku paznpocmpa-
HeHume B ugA cBam upe3 Meguume cHuUMKu ¢ Gene-
3UMme N0 MAAOMO oM HaHeceHUda nobou, e nouckaHa
gokuBomHa npucbga... Pazbupa ce, B ma3u cmpaHa
ga bogew »keHa ybuey, He e monkoBa ,npecmuskHo",
konkomo ga cu Mok ybueu,. 3aujomo skeHume HaMam
2AynaBu onpaBgaHus om poga Ha ,Youx, 3a ga 3awu-
msi yecmma cu®. CAeg U3Au3laHemMo cu om 3amBopa
Hakou om >keHume cu ycmpouBam >kuBoma cpeg
OH3U cnoMeHamusi ,npecmbneH cBsm® uau nok ce
ommeaasm Ha Mecma, kbgemo HukoU He eu no3HaBa.
3a moBa, pa3bupa ce, He MpsbBa ga ce coobulaBa B
npecama ...
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Darya Apakhonchich / Artist, actionist, co-founder of art group “homeland” Aapsa AnaxoH4uu / XygoxkHuuka, akuuoHucmka, coocHoBamenka Ha 2pyna ,poguHa’”

Translation from Russian: Boryana Rossa Mpesog ot pycku: bopsHa Pocca

As an artist and activist, you often take into account
the perspective of the victim in your work. But in this
case, the victims are murderers. What is your moral and

artistic attitude to this case?

In the summer of 2020 | did a performance
dedicated to the Khachaturian sisters titled The Road
to the Ocean of Blood. The central image in this per-
formance - the bloody road - is a symbol of violence,
it inevitably ends in death, the main question is whose
death it will be. | certainly consider what happened
to the Khachaturian sisters a tragedy, and believe
that apart from the apparent guilt of the rapist father,
much of the responsibility falls on the whole society
(police, social workers, teachers who knew about the
violence in this family but failed to take the necessary
measures, as well as offcials who do not pass laws
against domestic violence) that allowed that violence
against the girls to take place for many years.

Very often, the whole society takes an active part in
violence against women. No one defended the three
girls from their father’s constant abuse. Is there a

specific situation in Russia? What is the reason for the
lack of empathy? Is the passivity of others in this case
the result of only the father’s extensive connections?

Unfortunately, Russia is a country where
domestic violence has a centuries-long tradition, they
are a shameful and undisclosed reality in which we
live. Our main reaction to the violence that is happen-
ing around us, committed by neighbours, friends, and
relatives, is to pretend that we notice nothing. The lack
of sympathy in this case is the usual way not to feel
guilty, which is rooted in culture. In recent decades,
thanks to the work of psychologists, feminists and
activists, domestic violence has increasingly become
perceived as an abnormal situation, but at the state
level we still see not only instances of ignoring the
problem, but also actions that aggravate the situation
for women and children (for example, the decrimi-
nalisation of beatings, the increase in the fine for and
the introduction of legal liability for defamation - that

is, if one testifies to violence in Russia, it can now

be considered a crime and punished with a longer
sentence than the one the offender committing the
crime could receive).

What are the roots of these “centuries-old traditions”
and how are they part of modern culture? Tell us
more about your performance dedicated to the

Khachaturian sisters?

It seems that in Russia (as well as in an-
cient Russia) there was never a time when domestic
violence was perceived as a vice. Here we can also
mention “Domostroy” - a collection of rules according
to which the beating of the wife was a normal and
correct thing, and also the shameful traditions of the
mother-in-law’s violence against her daughter-in-
law. Statistics show that violence has not disappeared
anywhere, we see its normalisation in both the media
and the arts, there is a new scandal in Russia almost
every week because of another sexist speech, film,
etc. Feminists even created the comic award, Sexist of
the Year, which has been around for several years. It is
obvious that to make misogyny in culture disappear,
it is necessary that the majority of people working in
the media and in the arts understand and acquire the
feminist perspective, and reconsider their attitudes
towards violence.

Kamo xygorkHuk u akmuBucm yecmo B3emMame
npegBug nepcnekmuBama Ha kepmBama 8
pabomama cu. Ho 8 mo3u cayyai >kepmBume ca

ybuliyu. KakBo e Bauwiemo MOpPAAHO U apmUCmMuYyHO

omHoweHue kbM mo3u cAyyal?

Mpe3 Aamomo Ha 2020 2. HanpaBux Nbp-
dopMaHc, nocBemeH Ha cecmpume XadyamypsiH,
Hape4yeH ,Momam koM okeaHa om kpoB*. LleHmpan-
Husm obpa3 Ha Mo3u nNopdopmMaHc - kopBaBusam
nom - € CUMBOA Ha HacuAuemo, Mol Heu36eXkHo
3aBopwBa coc cMbpmM, ocHOBHUSM Bonpoc e yus we
e cMbpmMmma. HeCobMHeHO cyumMaM CAy4UAOMO Ce CbC
cecmpume XadamypsH 3a mpazegus u BapBam, ue
ocBeH oyeBugHama BuHa Ha bawama uzHacuABay
20AiMama Yyacm om omezoBopHocmma naga Bopxy
usAomo obuiecmBo (noAuluau, couuaHu pabom-
HUUU, yYumeAu, koumo ca 3HaeAu 3a HacuAuemo 8
moBa cemelicmBo, HO He ca NpegnpuUeAU Heobxo-
guMume Mepku, maka couwo U gALkHOCMHU AUUG,
koumo He npuemMam 3akoHuU cpeuly goMaulHOMo
HacuAue), koemo e gonycHano moBa HacuAue Hag
MoMUYemama ga ce CAy4YBa goA2U 20gUHU.

MHo20 yecmo usinomo obwecmBo B3ema akmuBHo

yyacmue B8 Hacuauemo Hag keHu. Hukou He

awumu mpume MomMu4Yema om nOCmMossHHOMO

MarmpemupaHe Ha 6auwia um. UMa au korkpemHa

cumyauyus 8 Pycua? Kak8a e npuyuHama 3a Auncama

Ha cbnpuyacmHocm? lMacuBHocmma Ha gpyeume 8

mo3u cAyyali caMo pe3yamam om wupokume Bpv3zku

Ha 6awama Au e?

3a coxkaneHue, Pycusi e cmpaHa, 8 kosmo go-
MauWHOMO HacuAue uMa MHoz208ekoBHU mpaguuuu,
me ca egHa cpaMHa U HeozhacsaBaHa peaAnHocm, B
kossmo >kuBeem. OcHoBHama peakuust koM HacuAue-
mo, koemo ce cayuBa go Hac, om cmpaHa Ha cbcegu,
npusmeAu, POgHUHU e ga ce npecmpyBame, Ye He 3a-
6enqalzBame HUWO. Auncama Ha couyBcmBue B mo3u
caydall e obudalHuUAM HadyuH ga He ce uyBcmBaw
BuHoBeH, kolimo e BkopeHeH B kyamypama.
Mpe3 nocaegHUME gecemuAemus, bAazogapeHue

Ha pabomama Ha NcuxoAo3u, beMuHucmku u akmu-
Bucmku, goMawHOMO HacuAue Bce noBeue 3anouBa
ga ce Bo3znpuemMa kamo HeHoOpPMaAHa cumyauus, HO
Ha goprkaBHo HUBo Bce owe Burkgame He caMo uzHO-
pupaHe Ha Nnpobaema, Ho u gelicmBus, koumo BArowa-
Bam nonodkeHuemo Ha >keHu U geua (Hanpumep gek-
PUMUHaAU3uUpaHemo Ha noboume, noBuuwaBaHe Ha
2nobama u BoBexkgaHe Ha cogebHa omezoBopHocm 3a
kneBema - moecm ako cBugemeacmBawi 3a HacuAue
B Pycusi, ceza Moyke ga ce pa3zenexkga kamo npecmo-
nAeHue u ga 6oge Haka3aHo ¢ No-gbA2a Npucoga om
ma3u, kosmo 6u NoAYYUA NpecmobnHuUkom, u3BbP-
WUA HAaCuAUuemo).

KakBu ca kopeHume Ha me3u ,MHo208ekoBHu
mpaguyuu“u no kakb8 Ha4uH me ca yacm om
cvBpemeHHama kyamypa? Pazkakeme HuU noBeye
3a Bawus nbppopMaHc, nocBemeH Ha cecmpume

XayamypsH?

N32nedkga, ve B8 Pycus (kakmo u 8 ApeBHa
Pycusi) He e uMano MoMeHm, B kolimo goMawHomMo
HacuAue ga ce e Bo3npuemano kamo nopok. Tyk Modkem
ga cu cNoMHUM U ,AoMocmpoll” - coopHuk om npa-
Buna, cnopeg koumo BueHemo Ha cConpyzama e buAo
Hewo HOPMaAHO U NPaBUAHO, a U CpaMHUMe mpagu-
UUU Ha HacuAuemo Ha cBekbpa Hag cHaxama. Cma-
mucmukama noka3Ba, e HacuAuemo He e U34e3HaN0
Hukobge, Burkgame HezoBomo HopMaausupaHe kakmo
8 Meguume, maka u B8 uzkycmBomo, 8 Pycus noumu
Bcska cegMuua uMa HoB ckaHgan 3apagu NnopegHOMo
cekcucmko uzkazBaHe, puAM U M.H.

®emuHucmkume gopu cozgagoxa koMuuHa-
ma Hazpaga ,Cekcucm Ha 2oguHama’“, kosmo co-
wecmByBa Beye Hakonko coguHu. O4eBugHo e, Yye 3a
ga u34ye3He HanbAHO keHoHeHaBucmHuyecmBomo 8
kyamypama, € Heo6xoguMo MHO3UHCMBOMO oM Xopa-
ma, pabomeuju 8 Meguume u B uzkycmBama, ga paz-
H6epam u ycBoam demuHucmkama nepcnekmuBa, ga
npepaszaAegam omHoweHuemo cu koM HacuAuemo.
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Bulgaria never ratified the Istanbul Convention. What

Nadejda Dermendjieva / Director of Bulgarian Fund for Women

What do you think are the urgent measures that need

do you think the obstacles to this happening were? Did

to be taken at the political level in relation to this issue?

public attitudes play a bigger role here, or the attitudes

of the politicians themselves?

The reasons why Bulgaria did not ratify
the Istanbul Convention are three: 1) an attack on of
the document, committed by far-right groups and
parties, allied with religious fundamentalists and
generously supported by various organisations in the
US and Russia (I recommend the investigation of the
subject at the European Parliamentary Forum called
Agenda Europe); 2) the deliberately brought hysteria
into our society through insane fake news and alter-
native facts; 3) not attitudes, but a lack of any political
responsibility and willingness to work towards tackling
a huge problem, such as domestic violence and vio-
lence against women.

Today we are talking about the situation of the third
wave of the Covid pandemic. How has the pandemic
affected societal processes and has the problem of
domestic violence exacerbated?

I'd say the pandemic has aggravated soci-
etal processes. We have witnessed absolute political
impotence and irresponsibility, repression (in the lock-
down of Roma neighbourhoods), a pandemic of fake
news and the rise of anti-vaxxers, poor mental health,
and | think we are yet to be hit by an unprecedented
economic crisis. Regarding domestic violence - yes,
the problem has deepened. During the first lockdown
we saw an increase in calls from victims of violence, in
cases of violence, as well as in deaths of women mur-
dered by their partners/husbands. | would also like
to add that experts warned about this development
as early as at the beginning of the lockdown, but not
only did we go unheard and misunderstood by the
institutions and the government, but when the deep-
ened problem was at hand - we saw only inaction.

Ratification of the Istanbul Convention and
implementation of all its recommendations - from
prevention, through better protection of victims, to
harsher punishments for abusers. In short - collection
of offcial statistics, establishment of a special state
body combating domestic violence, better funding of
crisis centres and opening new ones, promotion of the
hotline for victims, information campaigns at national
level, training of specialists, setting up a register of
abusers, criminalisation of all forms of gender-based
violence, etc.

Will they affect public attitudes and what would be the
path of dialogue with those conservative layers of soci-

ety that were also against the adoption of the Istanbul

Convention?

I don't think dialogue is possible. The mur-
dered women for the last 3 years should lie on the
conscience of these people. Some of them, I'm sure,
could have been saved.
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BbvAzapus maka u He npue icmaHbyackama
koHBeHuus. KakBu 6saxa cnopeg meb npeukume

moBa ga ce cayyu? Aaau myk uzuzpaxa poas noBeye
obuwiecmBeHume HazAacu, UAU HOzAQcume Ha camMume

noAumuuu?

MpuyuHUMe, nopagu koumo BoAzapus He
pamuduuupa Vicmarbyackama koHBeHuus ca mpu:
1) nokyweHue Hag gokymMeHma, uzBopuweHo om
kpatiHogecHu 2pynu u napmuu, cblo3eHU C peAuau-
03HU dyHgaMeHmaAucmu U wegpo nogkpensiHu om
pa3AudYHU opzaHu3lauuu 8 CALLL u Pycus (npenopou-
BaM pa3caegBaHemo no memama Ha EBponelickus
napAamMeHmapeH popyM, HapedeHo Agenda Europe),
2) HapPOYHO Cb3gageHa ucmepus B obusecmBomo
HU Ype3 bezyMHU daawuBu HOBUHU U aAmepHa-
muBHu dakmu, 3) He HazAacu, a Aunca Ha BcakakBa
noAumuyecka omezoBopHocm u >keraHue 3a paboma
3a cnpaBdaHe c eguH o2poMeH NpobaeM, kakoBmo e
goMaWwHOMO HaCUAUE U HacuAuemo Hag >keHu.

Hue gHec pa320Bapame 8 cumyayuasma Ha mpema

BvaHa Ha koBug naHgemusama. 1o kakv8 Ha4yuH
naHgeMusma ce ompazu Ha obwecmBeHume
npouecu u 3agvAboyu AU ce npobaeMbm ¢

goMawHomo Hacuaue?

Bux kazana, 4ye naHgeMusma BArowu 0b-
wecmBeHume npouecu. CmaHaxMe cBugemenu Ha
abconlomHo noaumuyecko 6e3cunue u 6ezomeoBop-
Hocm, penpecus (npu 3amBapsiHemMo Ha pomcku-
me kBapmaau), naHgeMust om daAuluBu HOBUHU U
Bo3xog Ha aHMuBakcopume, BAoweHo ncuxudecko
3gpaBe, a menobpBa MUCAS, Ye Uje HU ChoAemu U
HeBukgaHa ukoHoMuuecka kpuza. OmHOCHO goMauu-
HOMO HacuAue - ga, NpobAaeMbm ce 3agbaboyu. Mo
BpeMe Ha nbpBusa AokgayH HabalogaBaxme noBuwia-
BaHe Ha obarkgaHusma Ha nocmMmpagaAu om HacuAue,
Ha CAydaume Ha HacuAue, kakmo u Ha ybumu om
napmHoopu/conpy3u keHu. Cowo maka 6ux ucka-
Aa ga gobaBs, ue ekcnepmu npegynpexkgaBaxme 3a

Hagerkga AepMeHgrkueBa / Aupekmopka Ha Boazapcku poHg 3a >keHumMe

moBa pa3zBumue owe B Hayanomo Ha AokgayHa, HO He
caMo He 6axMe Yyymu U pazbpaHu om uHCMuUMYyUUU-
me u ynpaBasBauiume, a koezamo 3agoaboyeHuUsmM
npobaem Bewe HaAuue - BugsixMe camMo U eguHcmMBe-
Ho 6e3gelicmBue.

Kou cnopeg meb ca HeomaoxkHume mepku, koumo

mps6Ba ga ce B3emam Ha noaumuyecko HuB8o Bv8
Bpv3ka c mo3u npobrem?

Pamudukauus Ha MicmaHbyackama koHBeH-
Uusi U NpuAazaHe Ha Bcuukume U npenopoku — om
npeBeHuus, npe3 No-gobpa 3aujuma Ha kepmBume
go no-mexkku Haka3zaHus 3a HacuAHUUUMe. Hakpam-
ko - cobupaHe Ha opuuuasHa cmamucmuka, co3-
gaBaHe Ha cneuuaneH gop>kaBeH opzaH 3a 6opba ¢
goOMaWHOMO HacuAue, No-gobpo duHaHCcUpaHe Ha
kpu3ucHu ueHMpoBe u omkpuBaHe Ha HOBuU, nony-
ASIPU3UPaHe Ha 2opewama meAepoHHa AUHUS 3a
nocmpagaAau, UHpopMauuUoHHU kaMnaHUuU Ha Hauuo-
HaAHO HUBO, 0BydyeHus Ha cheyuaAucmu, pesucmop
Ha u3Bopuwumeaume, kpuMuHaAulupaHe Ha Bcuyku
bopMu Ha noroBo HBazupaHOMO HacUuAUE U M.H.

Te we ce ompazsam AU Ha obwecmBeHume

HazAacu u kakv8 6u 6ua Nnomsam Ha guanoz ¢ oHe3u

koHcepBamuBHuU nAnacmoBe B o6uiecmBomo, koumo

6sxa u npomuB npueMaHemo Ha UicmaHbyarckama
koHBeHuusa?

He Mucaq, ye guanoz e BoamorkeH. Ha co-
Becmma Ha me3u xopa MpsabBa ga Aexkam ybumume
»keHU npe3 nocAegHUMe 3 20guUHU. Yacm om msix,
cuzypHa CbM, Moxkexa ga Gbgam cnaceHu.









